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AUTHOR’S NOTE
This dissertation uses the 16th Edition of the Chicago Manual of Style as the 
basis for its citations, with some minor changes made for clarity and readability. 
Citations are written in full author-title format upon first appearing in a chapter, 
with subsequent mentions listing only the author, an abbreviated title, and page 
number, provided that information is available. For the reader’s convenience, 
full citations are repeated initially in every chapter. All publication dates listed 
are for the edition used: in the case of books that are translated from other lan-
guages, this means that the dates refer to the English-language version, and for 
manga this means the publication year of the collected volume used, as opposed 
to the date of serialization or the original edition. In order to date the works, years 
of original publication are included in the main text. Life spans for authors are 
not included in this dissertation, so any start or end dates of manga should not 
be confused as such.
Because this study uses manga and other Japanese sources, there are often 
multiple titles for a given work, especially if they have been licensed in English. 
This dissertation uses official English titles taken directly from translated adap-
tations where available, while sources with only Japanese titles are written out 
in a modified Hepburn style followed by a translation in English. All words in 
a Japanese title that are either written in English or use the katakana script 
for an English word are written in English and capitalized, such as “Realism” 
instead of “riarizumu.” Additionally, if a certain Japanese word in a title is a part 
of the work’s identity when un-translated, it is kept in Japanese, such as “Shūkan 
shōnen Sunday [Weekly shōnen Sunday].” If a source has only been published in 
Japanese but has a prominent English-language title that can be found directly 
in the source, that title is used instead and capitalized in the same manner as an 
English title (Coppelion instead of Kopperion).
Japanese names are written in the Japanese order (family name first) using 
Modified Hepburn Romanization. The main exceptions are if an English-
language publication uses a specific spelling for the author’s name (Yaginuma 
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Kou instead of Yaginuma Kō), or if a name is a mix of English and Japanese, in 
which case given name is listed first.  In order to make finding the source mate-
rial easier, “adapted” spellings are used in the citation, while the Hepburn 
spellings are used in the main text. If Japanese publishers have an established 
English spelling for their companies, then it is used instead of the Japanese 
Romanization. Additionally, all relevant Japanese terms are written in italics and 
then followed by a translation in English or vice-versa. Both Japanese terms and 
English translations are used throughout this dissertation according to what is 
appropriate in a given situation, though English is generally preferred. Notable 
exceptions are “manga” and “anime.” All quotes that are originally in Japanese 
in the material referenced are translated by me unless otherwise stated.
This dissertation uses some e-books, omitting page numbers due to the 
inconsistencies across e-book readers. To compensate, chapter titles are given, 
as well as subchapter titles where available. These subchapter titles are listed 
towards the end of the citation, where the page number normally would be. 
Though not an e-book, this format of citation also applies to the manga Coppelion, 
which has neither page numbers nor full consistency in chapter titles.
All figures that are pages from manga are read and ordered from right to left, 
unless otherwise noted. This includes manga pages that are not directly con-
nected, as well as images taken from completely different works. The images 
taken from manga for this dissertation are solely for the purpose of academic 
analysis and comply with fair use. While commonly only individual panels are 
used in most analyses of comics, this dissertation emphasizes the importance of 
looking at the entire page, which necessitates the inclusion of full pages. 
Among these images, some are taken from Japanese-language sources, so 
translations have been provided. The translations by themselves do not specify 
which character is making which statement, making it necessary to cross-ref-
erence them with the actual images. Different symbols are also used to indicate 




[actions and sound effects]
/Signage/
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TERMS AND ABBREVIATIONS
3.11 The Tohoku Earthquake and Tsunami on March 11, 2001
7BN 7 Billion Needles, a manga about symbiotic aliens
anime Japanese animation
flow (nagare)  The emphasis on movement from one panel to the next in manga in 
order to create a smooth reading experience
kyara  The qualities of a character design that give the character a  
sense of “life”
otaku  A hardcore fan, typically associated with an obsession with anime  
and manga
panel layout (komawari)  How panels are laid out onto the manga page  
as a whole 
manga Japanese comics
manga, josei  Manga officially published for a demographic of adult women
manga, seinen  Manga officially published for a demographic of adult men
manga, shōnen  Manga officially published for a demographic of young to adolescent 
boys
manga, shōjo  Manga officially published for a demographic of young to  
adolescent girls
novum  The “scientific novelty” of a science fictional narrative
sekai-kei  Stories that link the outcome of the world to the relationship between char-
acters, often a boy and a girl
SF Science fiction
TEN Through the Eye of a Needle, sequel to the SF novel Needle
YA Young adult fiction
ZKC Zettai Karen Children, a manga about girls with psychic abilities
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CHAPTER 1: INTRODUCTION
“Science fiction manga,” or Japanese science fiction comics, can be easily taken 
for granted. Since at least the 1970s, an image of Japan has emerged as an exotic 
and near-futuristic environment that positions it as a kind of science fictional 
space, if only in the imagination. Although this conception of Japan has waxed 
and waned repeatedly over the years, it has fueled in art, fiction, and media a 
wide variety of explorations into “political imagination,” what can be described 
as the ability for people to imagine systems and ways of thinking beyond the 
ones that they currently experience. Manga, which has a partly justified rep-
utation as a form of comics filled with elements such as giant robots, (post-) 
apocalyptic worlds, alien encounters, and fantastic devices, is likewise often 
associated with science fiction. Yet, in the very term “science fiction manga” 
lie two different conceptions of how media can best encourage people to think 
politically and to envision something beyond their current condition.
As viewed by some scholars, science fiction is a type of narrative that often 
eschews concepts such as “character psychology” and “character emotions.” 
According to Darko Suvin, this is because science fiction is about the exploration 
of alternative worlds. “It is an escape from constrictive old norms into a differ-
ent and alternative timestream, a device for historical estrangement, and an at 
least initial readiness for new norms of reality….”1 For Gary K. Wolfe it allows for 
the exploration of rational thought. “What science fiction does that is uniquely 
suited to a technological society is to explore the mythical aspects of reason 
itself, specifically of scientific reasoning.”2 In terms of its political significance, 
Suvin describes SF as a fiction of “cognitive estrangement” whereby readers 
are inspired by the logical differences between their own worlds and that of the 
1.  Darko Suvin, Metamorphoses of Science Fiction: On the Poetics and History of a Literary Genre 
(London: Yale University Press, 1979), 84.
2.  Gary K. Wolfe, The Known and the Unknown: The Iconography of Science Fiction (Kent, OH: The 
Kent State University Press, 1979), 5.
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narrative to change their own circumstances.3 Manga, on the other hand, is a 
form of artistic expression known for its strong visual and narrative emphases 
on characters’ emotions and internal worlds. According to Sharon Kinsella, the 
pages of manga “literally teem with characters, whose aspirations, frustrations, 
and adventures form the substance of manga series.”4 While the political signif-
icance of this has not been explored as extensively as the portrayal of alternative 
worlds in science fiction, the possibility for emotions in manga to function polit-
ically is evident. Thomas Lamarre, for example, points out how a manga artist 
can embrace the expressive qualities of the art form for the purpose of politi-
cal criticism, such as when Barefoot Gen, a semi-autobiographical account of a 
Hiroshima survivor, utilizes the dramatic qualities of manga to convey its criti-
cism of war and nuclear weapons.5 
Of course, none of these broader statements can ever truly encompass every-
thing that is “science fiction” or everything that is “manga,” and it is not my intent 
to set up a dichotomy between science fiction as “rational” and manga as “emo-
tional” in terms of their political expression. In fact, one of the purposes of this 
dissertation is to show how these two qualities can connect with each other. 
However, these two types of “political media” are generally not discussed together, 
which makes it all too easy to argue in favor of either approach, or alternatively to 
say that, while both are valid for encouraging political imagination, they should 
nevertheless remain apart lest they compromise each other. What I seek instead is 
to find out how science fiction manga can potentially encourage new ways of look-
ing at science fiction as a political fiction through the hybridization of techniques 
and approaches from both science fiction and manga in general. SF manga stands 
not only etymologically at a crossroads but also in practice because a large major-
ity of SF manga greatly emphasizes emotion in some respect. This possibility thus 
motivates the central question of this dissertation: how does the depiction of emo-
tion affect the political ideas conveyed in science fiction manga? 
The reason I have phrased this question so as to focus on the emotional aspect 
3. Darko Suvin, Metamorphoses of Science Fiction, 4.
4. Sharon Kinsella, Adult Manga (Richmond, Surrey: Curzon Press, 2000), 6-7.
5.  Thomas Lamarre, “Manga Bomb: Between the Lines of Barefoot Gen,” in Comics Worlds and 
the World of Comics: Towards Scholarship on a Global Scale, ed. Jaqueline Berndt, Global 
Manga Studies, (Kyoto: International Manga Research Center, Kyoto Seika University, 2010), 
264, accessed February 24, 2014, http://imrc.jp/2010/09/26/20100924Comics%20Worlds%20
and%20the%20World%20of%20Comics.pdf.
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is because of the long-standing debate over whether or not political thought is 
somehow inherently (or ideally) cognitive and rational (as Neta C. Crawford sums 
up well, “Aristotle saw emotion as something that could be manipulated by rhet-
oric and that would also affect the reception of arguments[…]. René Descartes…
viewed emotions as both biological and cognitive, with emotion following per-
ception”6). At its core, this debate is less about the validity of reason and more 
concerned with whether emotions can be “political.” Additionally, another 
dimension to exploring science fiction manga is that it is a form of art, and thus 
requires an understanding of how manga as a “visual narrative” communicates 
information (including emotion) using images within its “comics” structure, 
where elements such as panel and page composition contribute to its presen-
tation. Thus, couched within the main question are three additional points of 
inquiry. First, can character emotions themselves be science fictional? Second, 
what political ideas can be found in science fiction manga? Third, can the visual 
qualities of manga offer something unique to the exploration of political imagi-
nation in science fiction?
The use of the term emotion in this dissertation generally refers to “character 
emotion,” which is defined here as the depiction of character thoughts, feelings, 
and expressions that are, or at least appear to be, derived from so-called “irratio-
nality.” Within the context of science fiction, these feelings may be emphasized 
just as much if not more than the overt need or desire to engage in scientific and 
observational inquiries within the world of the narrative. 
This definition may appear to be excessively broad. In the social and affec-
tive sciences, there is much debate as to how emotions should be categorized, 
at what point a feeling is “affect” rather than “emotion,” which emotions are 
high-order, low-order, simple or complex. However, it is important to note that 
the focus of this dissertation is on “fictional” emotions, those expressed by char-
acters within constructed worlds and narratives, and they do not necessarily fall 
into real or scientific understandings of how emotions function in actual human 
beings. Moreover, the idea that emotions need to be relevant to science fiction 
generally refers to the degree to which they are tied to narrative development. 
For this reason, the focus is less on how much character emotions reflect real-
6.  Neta C. Crawford, “The Passion of World Politics: Propositions on Emotion and Emotional 
Relationships.” International Security 24, no. 2 (2000): 125-126, accessed June 10, 2013, http://
muse.jhu.edu/journals/international_security/v024/24.4.crawford.pdf.
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ity and more on how they function within SF manga narratives, where “stories 
about characters” and “stories about worlds” blur together.
Of course, even without that more scientific basis, in a more layman’s sense 
there are differences between concepts such as “love,” “sentiment,” and “pas-
sion.” However, manga often leaves the specifics of emotions ambiguous to a 
certain degree, leaving them open to interpretation. Different emotions, while 
being portrayed in various ways, work from the same visual language, and 
are not considered to be operating on inherently different levels. Depictions of 
what could be called “affect” often transition into “emotion” seamlessly, and the 
exact natures of these feelings expressed, unless accompanied by text, are often 
intentionally somewhat nebulous in terms of their precise meaning within the 
narrative worlds of manga. 
Emotion in general also becomes a visual means to express ideas such as 
sense of humanity, trauma, viscerality, and psychology, and manga often pres-
ents these simultaneously. It is the fact that the visual immediacy of manga can 
communicate so many different aspects of its characters that gives its language 
strength and versatility. For this reason as well, this research does not try to 
observe which types of specific character emotions tend to lead to which out-
comes across SF manga in the manner of universal cause-effect relationships. 
Rather, this dissertation looks at how characters’ feelings are utilized to make 
them significant actors within their science fictional worlds. Particular attention 
is paid to how the force of emotion is used to reflect the science fictional envi-
ronment, to explore or elaborate a characters’ identity, to affect the outcome or 
resolution of the main conflicts of a narrative, and how all of these qualities inter-
act with and affect their alternative environments.
I have an avid interest in manga, and over the past 15 years have read 
Japanese comics extensively for personal enjoyment, intellectual stimulation, 
and creative exploration, in genres including but not limited to science fiction. 
In bringing this perspective to my research, I have found manga as an area of 
scholarly interest to be quite diverse, with studies that approach the subject 
from a variety of interesting angles. However, I have also noticed that there is 
an underlying tendency to jump to manga’s defense as if its legitimacy could 
be taken away at a moment’s notice. Whether it is using manga as a reflection 
or defiance of culture, connecting it to older forms of Japanese art, champion-
ing the otaku [hardcore fan] and various fandoms as examples of creativity, or 
engaging in a deep textual reading of a particular work, a pursuit of “validity” 
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can frequently be found beneath the surface. To be fair, this has largely been 
in response to the fact that manga has historically been viewed inside and out-
side of Japan as the domain of children, as pornography, or as something simply 
morally and artistically bankrupt, and this defensiveness has also lessened as 
the study of manga has matured. Even so, it continues to persist, appearing in 
a footnote here or a chapter there, trying to convince readers of the inherent 
importance of manga. 
My intent is to move away from this guarded position, such that I treat the 
notion of manga’s significance as something of a non-question. Of course manga 
has value, and it does not even have to derive from being particularly special 
or unique (though that is not to deny the possibility of uniqueness in manga). 
Instead, I work from the idea that, on some basic level, manga communicates 
ideas, while also acknowledging that, as a form of mass or popular art, manga 
will at times support the status quo (though this is not necessarily a problem 
either). Given that my research is on science fiction, the fact that SF is thought of 
as a source of radical new ideas means that valuing in any way the “status quo” 
may at first appear self-defeating, and even symptomatic of “mass culture” as a 
facsimile of creativity and imagination as per Theodor Adorno.7 However, this 
would assume that works of fiction and their ideas cannot be contradictory in 
what they espouse, and that there is no benefit to simultaneously reinforcing 
certain ideas while defying others. As shown by Henry Jenkins, this “contra-
diction” can be used to challenge dominant ideas from within,8 something that 
will become increasingly evident over the course of my study on science fiction 
manga.
The main chapters in this dissertation can be divided into two overall cat-
egories. Chapters 2 through 4 are “theory and method.” In Chapter 2, I pursue 
the idea that “cognitive estrangement” as originally defined by Suvin can be 
expanded to include emotion by taking into account an alternative approach to 
science fiction as reflecting the present through the use of character psychology 
and development. I also lay out my reasons for looking at science fiction manga 
as a source of emotions, which are that manga carries a certain inherent level of 
7.  Theodor W. Adorno, The Culture Industry: Selected Essays on Mass Culture, ed. J.M. Bernstein 
(London: Routledge, 2004), 85.
8.  Henry Jenkins, The Wow Climax: Tracing the Emotional Impact of Popular Culture (New York: 
New York University Press, 2007), 107-111.
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emotion with its visual form, that it has a long history of using emotion to convey 
ideas, and that the history of Japanese science fiction is tied to manga. I expand 
upon this work in Chapter 3, where I argue that cognitive estrangement, rather 
than remaining a rigid and static concept, has grown alongside the widening of 
SF as a narrative category. In exploring this growth, I show that character emo-
tions can be involved not only in terms of making readers feel  “estranged” but 
also by engaging with the “cognitive processes” of the science fictional world.
In order to study how emotions impact the novum, what Suvin calls the “sci-
entific novelty”9 of science fiction, and by extension the potential for SF manga 
to convey political ideas through cognitive estrangement, I establish a method 
for looking at manga as a visual narrative in Chapter 4. Using the work of schol-
ars including Natsume Fusanosuke, Itō Gō, and Thierry Groensteen, I argue 
that, contrary to the idea that manga’s style is predicated upon either the bal-
ance between “image and text” or extensive use of “cinematic angles,” the best 
way to study the depiction of emotion in manga is to look at the two-dimensional 
relationships between groups of panels and the “flowing” sense of visual and 
narrative progression they create. 
Chapters 5 through 7 are focused on “analysis,” and in these chapters I 
engage specific works of science fiction manga in depth to study how emotions 
are used to alter and express political ideas. The works I look at are 7 Billion 
Needles (Tadano Nobuaki, 2008-2010), Zettai Karen Children (Shīna Takashi, 
2005-present), and Coppelion (Inoue Tomonori, 2008-present). In selecting these 
manga I utilized four criteria.
First, and perhaps somewhat obviously, they have to be works where emo-
tion is in some way clearly prominent in the visual narrative. This is by far the 
broadest requirement, and as stated above encompasses a majority of science 
fiction manga. 
Second, the titles I focus on have to be firmly considered “manga” in that 
they are published in Japan by professional manga publishers originally in 
Japanese. I am aware of the fact that, due to the international proliferation of 
manga, artists throughout the world have increasingly adapted manga’s aesthet-
ics in part or in whole into their works and have thus challenged the conception 
of manga as being purely “Japanese.” Similarly, manga publishers have looked 
to artists outside of Japan to find unorthodox styles of creating manga, such as in 
9. Suvin, Metamorphoses of Science Fiction, 63.
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the “International Manga Award” competition10 and the “Morning International 
Comic Competition.”11 While the evolution of the meaning of “manga” as it has 
traveled across oceans would be an interesting topic to study, it is well beyond 
the scope of this dissertation, and I have deliberately chosen works that would 
undoubtedly be considered manga by any standard. 
Third, I limit my selection to manga that has been published in Japan since 
2004. This is so that I can explore political ideas that have emerged out of SF 
manga likely in response to more current issues in Japan, including hikikomori 
[chronic shut-ins], declining birth rates, and concerns over nuclear energy that 
have moved increasingly away from the Second World War and are now cen-
tered around the Fukushima Daiichi Power Plant disaster on March 11, 2011. 
Another reason for this choice is that it allows me to focus my attention away 
from “classic” works of science fiction manga, the ideas and significance of 
which are often well established, as well as famous creators, such as Tezuka 
Osamu and Ōtomo Katsuhiro, who have already been written about exten-
sively. That being said, older works of SF manga are referenced throughout this 
dissertation in order to support a variety of arguments and to provide a social 
and historical perspective.
Fourth, along similar lines, I mostly avoid what is arguably the most 
prominent form of SF manga, “mecha,” the subgenre that concerns futuristic 
machinery such as cyborgs, giant robots, and spaceships. This is of course not to 
claim that such works lack true “science fictionality” or that they cannot inspire 
political imagination. However, as a way of avoiding thinking about science fic-
tion mainly in terms of “exploration of technology,” I have instead chosen titles 
that veer closer to the idea of “social science fiction,” or works where the science 
fictional sense of historicity and process are also about the social interactions of 
living beings. Like with classic SF manga, however, this dissertation still uses 
some mecha titles in support of certain points. The major “exception” to the four 
rules above is that I refer quite extensively in Chapter 3 (and to a lesser extent 
elsewhere) to the manga Neon Genesis Evangelion (Sadamoto Yoshiyuki, 1995-
2013), a significant work in the “mecha” subgenre that began around 25 years 
ago. However, Evangelion is not counted among the primary analysis-focused 
10. International Manga Award, accessed May 12, 2014, http://www.manga-award.jp.
11.  Morning International Comic Competition, accessed March 18, 2015, http://origin.morningman-
ga.com/micc/.
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chapters of this dissertation, and is instead used as supporting evidence for my 
theoretical basis for studying emotion and SF manga.
 The works I will analyze in depth, 7 Billion Needles, Zettai Karen Children, 
and Coppelion fulfill all four of these criteria. Each manga has been recently pub-
lished, and in the case of Zettai Karen Children and Coppelion are, at the time of 
this writing, still serialized in Japanese manga publications. In terms of their 
science fictional premises, 7 Billion Needles is based in alien encounter, Zettai 
Karen Children features a future society divided into psychics and non-psychics, 
and Coppelion involves radiation-immune genetically engineered clones in a 
post-meltdown Tokyo.12 Other aspects these works have in common is that they 
all center on female characters, are created by men, and target male audiences 
at least in terms of their official designations. However, these particular fea-
tures are not a part of my selection criteria either explicitly or implicitly. While I 
believe there would be an interesting study to be done concerning female char-
acters in science fiction manga by male creators for a male demographic, this 
dissertation is more concerned with the expression of emotion within the works 
themselves and does not focus on those elements. Before moving forward, how-
ever, I will address a few key points when it comes to the use of female characters 
in the SF manga used in this dissertation that may be important to keep in mind.
First, when it comes to how these female characters (and perhaps the char-
acters of these SF manga in general) operate within the dynamics of sex and 
gender in the tradition of Japanese media, they are often potential loci of inter-
action between ideas of “male” and “female,” processed through Japan’s history 
with sexism and feminism. Often these characters will use expressions of unde-
fined emotion or sentimentality, much like the writings of Yoshiya Nobuko in the 
early 20th century, where stories for girls would contain lines such as “…” and 
“!”13 Readers of manga will likely notice that this frequently occurs in Japanese 
comics as well, and that such examples of unspoken “dialogue” appear in 
manga targeted at all genders and ages. However, whether the use of such overt 
expressions of emotion inherits the underlying feminist spirit found in Yoshiya’s 
12.  While giant robots do eventually make appearances in Coppelion, they remain as tertiary ele-
ments in terms of the manga’s science fictional setting.
13.  Hiromi Tsuchimiya Dollase, “Early Twentieth Century Japanese Girls’ Magazine 
Stories: Examining Shōjo Voice in Hanamonogatari (Flower Tales),” Journal of Popular 
Culture 36, no. 4 (2003): 731, accessed March 15, 2015, http://onlinelibrary.wiley.com/
doi/10.1111/1540-5931.00043/pdf.
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works14 or is an appropriation that ignores that spirit is a complex subject. For 
example, when it comes to moe15 anime and manga, they might reflect a desire 
for male audiences to have a greater level of empathic or even personal identi-
fication with the plights of female characters, while at the same time relegating 
those same female characters to simple abstractions whose primary qualities 
are weakness and helplessness. In this dissertation, I do not make value judg-
ments over how the female characters are utilized within this dynamic, but do 
acknowledge that its presence permeates the SF manga that are explored.
Second, in reference to Lamarre’s study of female characters and their func-
tions in the films of Miyazaki Hayao (himself both a manga and anime creator), 
while many of the female characters explored in the following chapters often 
have abilities that border on the magical and lend themselves towards distance 
and communication16 (especially in Zettai Karen Children, which features central 
characters with psychic abilities), just as many engage often directly and phys-
ically with their worlds. Another aspect that Lamarre looks at, the shōjo body as 
a “crisis of the post-action image,”17 that is to say the blurring of the modern sin-
gular truths and postmodern subjective perspectives, is also present in varying 
degrees in all of the works, though the extent to which this is dependent on the 
characters being necessarily female is debatable.
7 Billion Needles, Zettai Karen Children, and Coppelion all heavily utilize 
emotion, which in turn prompts my exploration of how these works integrate 
the presence of emotion into science fiction as a genre of exploration and polit-
ical ideas. In Chapter 5, I compare 7 Billion Needles to Needle, the SF prose novel 
that the manga is based on. Premised around the symbiosis between humans 
and aliens, I look at how the exploration of a novum from a medium other than 
manga can potentially be altered by the visual emphasis on emotion within 
manga. Chapter 6 concerns Zettai Karen Children and its portrayal of the social 
tensions between regular humans and psychics through the eyes of three young 
14. Tsuchimiya Dollase, “Japanese Girls’ Magazine Stories,”  740.
15.  A term roughly meaning an affective or emotional response to cute characters, specifically 
female anime and manga characters who possess some sort of weakness either physical or 
psychological, the exact definition of moe is a point of contention. For more information on the 
various views on moe that exist, see: Patrick W. Galbraith, The Moe Manifesto: An Insider’s 
Look at the Worlds of Manga, Anime, and Gaming (Clarendon, VT: Tuttle Publishing, 2014). 
16.  Thomas Lamarre, “Only a Girl Can Save Us Now,” in The Anime Machine: A Media Theory of 
Animation (Minneapolis: University of Minnesota Press, 2009).
17. Lamarre, “A Face on the Train, in The Anime Machine.
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psychic girls. In it, I study how a sense of science fictional estrangement can 
emerge from the “everyday” emotions of the characters themselves. In Chapter 
7, I take a slightly modified approach to Coppelion by focusing not on finding 
political ideas through emotion but on analyzing changes in how emotions are 
utilized differently over the course of its publication to convey its core concept 
and political position in varying ways. A manga that uses the environment of 
a post-meltdown Tokyo to launch an ever-present criticism of nuclear power, 
I explore how changes in both where and how emotions are emphasized in 
Coppelion alters the specific dimensions of its political criticism.
Overall, this dissertation has two basic goals. First, I intend to show how 
emotions can be integral to SF narratives and can add to the political and cog-
nitive qualities of science fiction. Second, by demonstrating through visual 
analysis how emotion is portrayed in SF manga, I aim to explore how the concept 
of emotion itself can be complex and varied in ways that allow it to be treated and 
explored “science fictionally.” From this, I hope to contribute to how we under-
stand and approach the creative and political potential of not only science fiction 
or manga but also media in general.
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CHAPTER 2:  “LOGICAL” SCIENCE FICTION AND 
“EMOTIONAL” MANGA
This chapter establishes a theoretical basis for studying character emotion in 
science fiction manga through an investigation of the intersection between 
science fiction (SF), emotion, and manga (Japanese comics). In order to accom-
plish this, it first establishes the limits of an overly rigid conception of science 
fiction as political imagination, and then makes an argument for how emotion 
can successfully function as part of a science fictional narrative. Second, it 
presents science fiction manga as a form of SF with a strong tradition of incor-
porating character emotion into its exploration of other worlds and ideas. Thus, 
this chapter shows how SF manga is a strong source of “emotional science fic-
tion,” or SF in which neither emotion nor science fictionality are trivialized. 
This provides the context for the question central to this dissertation: How 
does the depiction of emotion affect the political ideas conveyed in science fic-
tion manga?
2.1: THE LIMITS OF “SCIENCE” FICTION
In his seminal book, Metamorphoses of Science Fiction: On the Poetics and History 
of a Literary Genre, Darko Suvin presents a powerful argument for why, out of 
all forms of narrative, science fiction is especially suited to conveying political 
alternatives. While science fiction has traditionally been maligned as inferior to 
“real” literature because it supposedly concerns itself with vapid, unimportant 
elements (aliens, technology, etc.) instead of more “important” concepts such as 
character development and complex internal psychology, the ability to create a 
story focused more on ideas and worlds, Suvin argues, is in fact a strength of the 
genre. “It is an escape from constrictive old norms into a different and alternative 
timestream, a device for historical estrangement, and an at least initial readi-
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ness for new norms of reality….”18 In this regard, SF not only portrays alternative 
settings in the future or on other planets, but the very depiction and assumption 
of logical processes (the “science” in science fiction) shows how contemporary 
society might reach those alternatives. This sense of difference between “our” 
world and the science fictional one, as well as the potential means by which the 
former can become the latter, acts as the basis for what Suvin describes as the 
goal and foundational aspect of SF: “cognitive estrangement.”19,
Suvin argues that both cognition and estrangement are vital to science fic-
tion. In terms of cognition, “science fiction” is set apart from “myth” because 
“Where the myth claims to explain once and for all the essence of phenomena, 
SF first posits them as problems and then explores where they lead; it sees the 
mythical static identity as an illusion, usually as fraud….”20 In terms of estrange-
ment, SF is differentiated from traditional or mainstream fiction that emphasizes 
realism at the expense of exploring the seemingly impossible.21 The foundation 
of cognitive estrangement is the idea that these two aspects work together in 
science fiction, allowing neither to be fully in control of the narrative. As a result 
of this relationship, SF narratives can display deep contrasts between one’s cur-
rent circumstances and the alternative world in a logical manner, that is to say, 
these differences are explained just enough that it is convincing but not so much 
that it is bogged down by realism and a lack of imagination. This in turn allows 
science fiction to potentially inspire a desire for (political) change in a manner 
similar to the dramatic theater of Bertolt Brecht, except that, while Brecht’s plays 
are grounded primarily in realistic content, SF uses estrangement as “the formal 
framework of the genre.”22
In other words, unlike other forms of fiction, the purpose of SF is not for the 
reader to witness the journey of a protagonist, but to cognitively explore a sense 
of “difference.” Suvin shows how SF, with its ability to encourage political imag-
ination and the pursuit of alternatives, should not be limited by the assumption 
that character psychology is the most important aspect of all fiction, and in the 
18.  Darko Suvin, Metamorphoses of Science Fiction: On the Poetics and History of a Literary Genre 
(London: Yale University Press, 1979), 84.
19. Suvin, Metamorphoses of Science Fiction, 4.
20. Suvin, Metamorphoses of Science Fiction, 7.
21. Suvin, Metamorphoses of Science Fiction, 8.
22. Suvin, Metamorphoses of Science Fiction, 9.
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process relegates the emotional, psychological character to a position of lesser 
importance in science fiction. Instead, working from the idea that science fic-
tion is a descendant of the narrative utopia, the character becomes, in the words 
of Philip E. Wegner, a “formal ‘registering apparatus’ whose movements during 
the course of the narrative action produce a traveler’s itinerary of both the ‘local 
intensities’ and ‘horizons’ of the space that the narrative itself calls into being.”23 
Here, it is not the character’s estrangement but the reader’s that is more import-
ant, and in this direction, Farah Mendlesohn extends cognitive estrangement to 
include “dissonance, rupture, resolution, consequence,”24 while Gary K. Wolfe 
describes science fiction as the exploration of rational thought. “What science 
fiction does that is uniquely suited to a technological society is to explore the 
mythical aspects of reason itself, specifically of scientific reasoning.”25 While 
this does not deny the presence of character emotions in SF, they are gener-
ally less associated with the exploration or expression of emotions as a means 
to elaborate the character or to develop the narrative. When confronted with 
SF narratives that do emphasize emotions to a greater extent, that emphasis is 
regarded as subservient to what actually matters: the ideas that can lead to cog-
nitive estrangement.  
In contrast to this, however, is the idea that science fiction is for the worse 
when characters lack psychological complexity, which SF author and critic 
Ursula K. Le Guin summarizes well. Taken from the writings of Virginia Woolf, 
Le Guin describes a “Mrs. Brown” as an example of an individual character 
embodying a complex history and personality: 
If science fiction is [a broken mirror, broken into num-
berless fragments, any one of which is capable of 
reflecting] … Why should anyone try to patch up this 
marvelously smashed mirror so that it can reflect poor 
old Mrs. Brown—who may not even be among us any-
more? Do we care, in fact, if she’s alive or dead?
23.  Philip E. Wegner, Imaginary Communities: Utopia, the Nation, and the Spatial Histories of 
Modernity (Berkeley: University of California Press, 2002), 13.
24.  Farah Mendlesohn, The Inter-Galactic Playground: A Critical Study of Children’s and Teens’ 
Science Fiction (Jefferson, NC: McFarland, 2009), 10.
25.  Gary K. Wolfe, The Known and the Unknown: The Iconography of Science Fiction (Kent, OH: 
The Kent State University Press, 1979), 5.
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Well, yes. Speaking strictly for myself—yes. I do 
care. If Mrs. Brown is dead, you can take your galaxies 
and roll them up into a ball and throw them into the 
trashcan for all I care. What good are all the objects in 
the universe, if there is no subject? … We are subjects, 
and whoever among us treats us as objects is acting 
inhumanely, wrongly, against nature.26
Thus, the importance of more fully realized characterizations within SF as 
implied by Le Guin offers another possible interpretation for the political pur-
pose of science fiction, which is to reflect the subjective concerns of society by 
holding a mirror up to it (however broken and fragmented) and illuminating its 
problems in great detail. Here, Le Guin suggests that to disregard the individual 
character and forego that potential sense of “humanity” (even if they might not 
be human) is to limit science fiction.
The difference between a science fiction that mainly looks ahead (prior-
itizing cognitive estrangement as part of a process which generates political 
solutions), and one that primarily looks back (using emotionally robust char-
acters within science fiction to reflect society), may lead to the idea that these 
conceptions of SF, even if not wholly incompatible, are likely to end up compro-
mising each other in terms of effectiveness. However, these two forms of science 
fiction share a significant element in common, which is their mutual desire 
to bring to the forefront the sheer difference between one’s current world and 
that of the SF narrative. Thus, I argue that these two conceptions of the political 
potential of SF are not only compatible, but that character emotions used for the 
purpose of reflecting society in science fiction is capable of becoming an inte-
gral part of the process of “cognitive estrangement” and the structured desire 
for solutions. 
Science fiction is predominantly considered a form of narrative that gives 
value to complex and logical depictions of possible worlds, and the idea of cog-
nitive estrangement adheres to this idea. According to Suvin, the very ability 
for SF to accomplish cognitive estrangement hinges upon the presence of the 
“novum,” the scientific novelty or innovation from which the science fictional 
26.  Ursula K. Le Guin, The Language of the Night: Essays on Fantasy and Science Fiction, ed. 
Susan Wood (New York: G.P. Putnam’s Sons, 1979), 115-116.
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world derives its stark difference.27 Suvin defines science fiction as “a fiction in 
which the SF element or aspect, the novum, is hegemonic, that is, so central and 
significant that it determines the whole narrative logic—or at least the overriding 
narrative logic—regardless of any impurities that might be present.”28 However, 
this is not to be confused with the idea that “hard science fiction” with its empha-
sis on details and facts is the ideal form of SF. Suvin also argues that SF narratives 
that fail to be proper science fiction are not only those stories which are overly 
simplistic and possess merely the shallow trappings of science—like H.G. Wells’ 
The Invisible Man where simple invisibility is the full extent of the novum29—but 
also those works which are so bogged down in minute detail that the “science 
fictional” aspect becomes almost fetishistic. Suvin writes, “Ontologically, art 
is not pragmatic truth nor is fiction fact. To expect from SF more than a stimu-
lus for independent thinking, more than a system of stylized narrative devices 
understandable in their mutual relationships within a fictional whole and not as 
isolated realities, leads insensibly to the demand for scientific accuracy in the 
extrapolated realia.”30 Thus, the exploration of the novum is not meant to merely 
appear scientific or to revel in pseudo-realistic descriptions of technology, but 
to encourage the audience to think beyond their own boundaries in a manner 
akin to the scientific process. The potential for emotion to contribute to cogni-
tive estrangement, then, has less to do with figuring out whether or not emotions 
are “factual” enough to have a place in science fiction and more to do with how 
they might foster extended political thought.
As stated above, the Suvinian conception of science fiction draws from the 
idea that SF is a descendant of utopian fiction, where narratives about traveling 
to other lands are created in response to the problems of contemporary society, 
offering solutions within the narratives through vastly different cultural, social, 
and governmental systems. Suvin writes, “All the later protagonists of SF, gradu-
ally piecing together their strange locales, are sons of Gulliver, and all their more 
or less cognitive adventures the continuation of his Travels,”31 with the idea that 
the creation and elaboration of alternative worlds predates the advent of indus-
27. Suvin, Metamorphoses of Science Fiction, 63.
28. Suvin, Metamorphoses of Science Fiction, 70.
29. Suvin, Metamorphoses of Science Fiction, 9.
30. Suvin, Metamorphoses of Science Fiction, 28.
31. Suvin, Metamorphoses of Science Fiction, 113.
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trial technology and machinery. In this line of thinking, science fiction “speaks 
to something more durable, perhaps something fundamental in the human 
make-up, some human desire to imagine worlds other than the one we actually 
inhabit.”32 It is through this sense of SF as coming at least in part from the tradi-
tion of utopian fiction (a genre which predates its own namesake book, Thomas 
More’s Utopia in 151633) that the importance of character emotion is minimized 
or at the very most utilized as a “practical tool,” unlike “traditional” fiction. 
Wegner states, “The classic privileging of temporality and history over space 
has its literary analogue in a critical tradition that valorizes the development of 
character psychology as the highest expression of narrative art. Characters are 
fundamentally temporal constructs that unfold into a space … often presented in 
this critical tradition through the metaphor of the ‘stage’ upon which the drama 
of character development unfolds, and setting is viewed as distinctly secondary 
in importance to character.”34 In short, utopian fiction differs from conventional 
fiction through its emphasis on “space,” which in the case of science fiction 
includes but is certainly not limited to “outer space.” In a similar fashion, the 
science fiction of cognitive estrangement eschews the absolute need for char-
acter psychology so as to allow the development of events from the novum to be 
of greater significance, thus defying the assumption that a work of fiction holds 
value only when it is “about characters.” 
The lesser significance of “character” as narrative center is a strength of sci-
ence fiction. However, one consequence of this line of thought is that emotions 
are sometimes viewed as a kind of vestigial limb, or possibly even a gangre-
nous one that threatens the very integrity of science fiction. This is exemplified 
by Mendlesohn’s criticism of American and British young adult SF and the 
prominence of emotion in those narratives. According to Mendlesohn, while 
“Successful SF frequently demands of the reader dissatisfaction with the world 
as it is,”35 young adult science fiction is problematic because of how stories are 
often “far more interested in the way in which the future shapes the emotional 
32.  Adam Roberts, “The History of SF,” in Science Fiction, 2nd ed., The New Critical Idiom, Kindle 
Edition, “New Wave” (London: Routledge, 2006), accessed March 7, 2014, http://www.amazon.
com/Science-Fiction-The-Critical-Idiom-ebook/dp/B000OI0HPQ.
33. Thomas More, Utopia (Peterborough, Ontario: Broadview Press, 2010).
34. Wegner, Imaginary Communities, 11.
35. Mendlesohn, The Inter-Galactic Playground, 14 
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lives of the protagonists than the way in which the future develops,”36 and are 
“written with painful attention to emotion, self-analysis, and group hugs … 
consistently under-playing the role of intellect, and as a consequence … the 
role of factual knowledge.”37 For Mendlesohn, emotion in the form of relation-
ships (mostly romantic) is considered especially troublesome for science fiction. 
Mendlesohn describes the “you-me dynamic of relationships” commonly found 
in young adult SF as one where the narrative focuses on the emotional connec-
tion between two characters in relation to each other, often in the form of love 
stories.38 According to Mendlesohn, though a story that utilizes the “you-me 
dynamic” can potentially contribute to science fictionality when it is dissected 
and explored as “research” within the context of the narrative, it often does other-
wise.39 Of course, young adult SF from the United States and the United Kingdom 
does not account for all science fiction, but Mendlesohn’s criticism provides a 
clear example of how even attempts to increase the importance of emotions are 
met with skepticism. While emotion is not viewed as automatically problematic, 
SF narratives where emotions are prominent are presented as a cause for con-
cern, and that they are at best useful as a tool for introducing a deeper, more 
scientific idea.
When looking at cognitive estrangement relative to what critical theorist 
Theodor Adorno calls “mass culture,” the Suvinian conception of SF presents 
itself as a form of “mass culture beyond mass culture.” Defined as the products 
of entertainment of a post-industrial capitalist society, Adorno argues that mass 
culture is a form of pseudo-culture that deceives the masses into believing that 
it is real; a mass-produced, interchangeable, and thus false culture40 that also 
encourages passive audiences who cannot think on their own.41 Compromise 
is impossible because, even in the face of a more “cynical” audience of skeptics, 
mass culture anticipates this cynicism and displays a false world where prob-
lems are ignored and solutions come about through contrivance rather than 
36. Mendlesohn, The Inter-Galactic Playground, 75.
37. Mendlesohn, The Inter-Galactic Playground, 75.
38. Mendlesohn, The Inter-Galactic Playground, 15.
39. Mendlesohn, The Inter-Galactic Playground, 15.
40.  Theodor W. Adorno, The Culture Industry: Selected Essays on Mass Culture, ed. J.M. Bernstein 
(London: Routledge, 2004), 85.
41. Adorno, The Culture Industry, 58.
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concerted realization of one’s circumstances.42 As a result, mass culture can 
never truly be “art” because art “strives to overcome its own oppressive weight 
as an artefact through the force of its very own construction,”43 while mass cul-
ture seeks instead to avoid such difficulties.44 However, just as Adorno is shown 
by scholars of mass/popular culture to be limited by the refusal to admit mass 
culture into the definition of art, so too does an overly strict conception of SF-as-
cognitive-estrangement run the risk of closing off the range of possibilities 
available to science fiction.
As Raymond Geuss explains, one of the main goals of critical theory is to 
“aim at emancipation and enlightenment, at making agents aware of hidden 
coercion, thereby freeing them from that coercion and putting them in a posi-
tion to determine where their true interests lie.”45 This reveals the key problem 
with Adorno’s argument, which is that he essentially defines “true art” as that 
which works to accomplish the same goal as critical theory—emancipation—
and anything that conforms to the status quo on any level is deemed a part of 
mass culture. A deficiency in the theory of mass culture that has been explored 
extensively by other scholars such as Henry Jenkins shows how creators are able 
to use familiar symbols and imagery in mass culture and then subvert them 
in their own “language.”46 Moreover, audience members can utilize their own 
cognitive abilities to interpret the events of a given work in ways that suit their 
own desires for change, such as when “Fan culture finds that utopian dimension 
within popular culture constructing an alternative culture.”47 In a similar vein, 
Noël Carroll argues that even the regular viewers of mass culture are capable 
42. Adorno, The Culture Industry, 139.
43. Adorno, The Culture Industry, 62.
44.  Mass culture is so diabolical according to Adorno that he would later abandon the term in favor 
of “culture industry” (Adorno, The Culture Industry, 85), a phrase that describes an industrial 
system that manufactures a facsimile of culture so as to reinforce the status quo. It should 
also be noted that Adorno does not define mass culture as merely “low art,” as he also states 
that low art “perishes with the civilizational constraints imposed on the rebellious resistance 
inherent within it as long as social control was not yet total” (Adorno, The Culture Industry, 85). 
Essentially, mass culture supposedly consumes both the sophistication of high art and the 
playful energy of low art.
45.  Raymond Geuss, The Idea of a Critical Theory: Habermas & the Frankfurt School (New York: 
Cambridge University Press, 1981), 56.
46.  Henry Jenkins, The Wow Climax: Tracing the Emotional Impact of Popular Culture (New York: 
New York University Press, 2007), 107-111.
47.  Henry Jenkins, Textual Poachers: Television Fans and Participatory Culture, Updated Twentieth 
Anniversary Edition (Abingdon: Routledge, 2013), 282.
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of this type of emotional-critical engagement because they go through a pro-
cess of “clarification,” where, “In the course of engaging a given narrative, we 
[the audience] may need to reorganize the hierarchical orderings of our moral 
categories and premises, or to reinterpret those categories and premises in the 
light of new paradigm instances and hard cases, or to reclassify barely acknowl-
edged moral phenomena afresh….”48 The reinforcement of existing beliefs does 
not inherently undermine or deny subversive beliefs which may also be present, 
and in fact the reinforcement potentially allows a work of art to transmit ideas in 
ways that would not be possible otherwise.49 
Thus, much like how mass culture need not be denied emancipatory poten-
tial outright, the Suvinian conception of science fiction can benefit from allowing 
the possibility that character emotions can provide different avenues for achiev-
ing cognitive estrangement. In this way, emotion can become for the novum 
what Gramscian cultural hegemony, or even on some level critical theory, is to 
Marxist material history,50 an adjustment that looks beyond the overtly rational 
borders of “cognitive estrangement” as it is originally understood. Similar to how 
a heavier emphasis on character psychology can potentially reach an audience 
using “familiar language,” science fiction should be able to utilize the properties 
of character-oriented traditional fiction to explore the novum and potentially 
find cognitive estrangement in imaginative processes that might otherwise go 
unnoticed. The reflective, emotional conception of science fiction from Le Guin 
can thus contribute to cognitive estrangement.
Le Guin’s celebrated utopian SF novel The Dispossessed (1974) provides a 
strong example of the effect emotion can have on both the novum and cognitive 
estrangement. At one point in the narrative, the main character Shevek reunites 
with his lover Takver after being separated for years, and their time apart from 
48. Noël Carroll, A Philosophy of Mass Art (New York: Oxford University Press, 1998), 325-326.
49.  More than the simple etymological differences, there is a major tension between the assump-
tions Adorno makes about mass culture and the ones Carroll makes for what he calls mass 
art. This is based on the idea of whether or not deferring to society itself is a “good” quality for 
a work to have, and while neither is at an entirely extreme position, Adorno clearly believes the 
status quo to be inherently problematic while Carroll does not (see: Carroll, A Philosophy of 
Mass Art, 194-196). I lean in favor of Carroll, acknowledging that my use of Carroll here would 
likely reinforce the opposite view concerning mass culture and compromise for someone closer 
to Adorno’s stance.
50.  That is to say, an evolution of Marxist thought to include culture. Steve Jones, “Culture,” in 
Antonio Gramsci (London: Routledge, 2006), 27-40.
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each other causes Shevek to see Takver in a more intimate light. A long separa-
tion is a common occurrence on their home planet of Anarres due to its culture 
and natural environment, a fact which supports to a degree Mendlesohn’s idea 
that the “you-me dynamic” is better when couched in a desire to explore how 
something overtly science fictional affects that dynamic. However, in the case 
of Shevek and Takver, the science fictionality of this moment is not simply in 
showing how members of their species react to living apart for so long, but also 
in how Shevek sees Takver in a moment when his logic and rationality are set 
aside for pure joy and comfort.
Shevek saw clearly that Takver had lost her young 
grace, and looked a plain, tired woman near the mid-
dle of her life. He saw this more clearly than anyone 
else could have seen it. He saw everything about 
Takver in a way that no one else could have seen it, 
from the stand-point of years of intimacy and years of 
longing. He saw her as she was.51 
This scene focuses intensely on the inner feelings of Shevek, his love for 
Takver, yet not only has the heavy presence of emotion not undermined the 
novum, it in fact works to greatly clarify the conditions that the world of The 
Dispossessed has on its characters by emphasizing their emotions. In doing so, it 
provides further insight into the psychological conditions created by the world 
of the narrative, and how its characters operate and interact within that world. 
Thus, while Mendlesohn is concerned with SF that lacks “information density,”52 
it is possible to view the strong presence of character psychology and develop-
ment as framing “cognitive estrangement” so as to highlight the significance of 
emotional experiences with respect to the novum.
The emphasis on the exploration of space and ideas is a valuable feature 
of science fiction, but when the science fictional narratives in question actu-
ally contain characters who have been richly conceived in terms of psychology 
and development, relegating emotion to the position of “impurity” ignores the 
potential for SF to more thoroughly explore the different types of interactions 
51. Ursula K. Le Guin, The Dispossessed (New York: HarperCollins, 2003), 316.
52. Mendlesohn, The Inter-Galactic Playground, 75.
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that can occur between emotions and these alternative settings. It risks failing 
to acknowledge that utopias and other science fictional and political worlds 
can be explored through the subjective positions and temporal psychological 
emotional development of characters. For even if “the aim of all utopias, to a 
greater or lesser extent, is to eliminate real people,”53 this does not mean that it 
is pointless or unnecessary to scrutinize the fictional people populating those 
environments, those running the system and those living under it, and how they 
are organized within fiction as individual and potentially emotional characters. 
The novum should be able to maintain its description as a powerful logic within 
the narrative without needing to “override” emotion. 
My argument here is not that science fiction is lacking in its use of character 
emotions so as to set up science fiction manga as an inherently better form of SF. 
As seen in Le Guin’s The Dispossessed or the amount of young adult SF where emo-
tional development is important (thus garnering criticism for not being “science 
fictional” enough), this cannot be the case. Rather, my use of SF manga reflects my 
defiance of both the idea that it is better to ignore emotions even if they are prev-
alent in a work of SF (so as to better access the ideas contained within) and that 
cognitive estrangement is an archaic concept that science fiction should abandon 
for its own good (more on this in Chapter 3). Rather, the reason SF manga is the 
focus of this dissertation is that the degree to which the depiction and use of char-
acter emotion is incorporated into SF manga as visual narratives and exploration 
of alternative worlds makes it difficult to separate those emotions from the polit-
ical ideas conveyed. This provides a space of research material where character 
emotions are more likely to be vital to the science fictionality of the worlds that 
these stories portray, making them difficult to ignore.
2.2. MANGA AND EMOTION
In the following sections, I show how emotion complements the conveyance of 
ideas in manga, and thus by extension why science fiction manga is a strong 
resource for finding and studying emotional SF narratives. First, manga is an 
art form where the constant visual portrayal of characters results in a certain 
minimum emotional presence. Second, over time, manga creators have devel-
53. John Carey, ed., The Faber Book of Utopias (London: Faber, 1999), xii.
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oped their uses of emotion so effectively that it contributes meaningfully to the 
expression of ideas in a wide variety of story types, including science fiction. 
Third, manga has been a major component of SF in Japan, which has resulted 
in an environment where emotions and SF logic have co-existed and the role of 
emotion in the narrative development of science fiction is encouraged. This sec-
tion in particular elaborates upon the first two points, and provides an analysis 
which reveals that one of the tendencies of emotional expression in manga, “the 
externalization of the internal,” can be used as a basis for understanding how 
emotions in manga, even when a prominent part of the narrative, can contribute 
to the extrapolation of the novum and potentially cognitive estrangement.
Manga is a visual art form, and therefore information in manga, whether it 
is concrete or abstract, is portrayed primarily through images, or at least a com-
bination of image and text. Emotion in this regard is no exception, and when 
combined with the general tendency for manga to be comic narratives that feature 
characters, the result is a certain inherent emotional presence in manga provided 
by its characters. As Thomas Lamarre writes, “narrative manga inscribe stories 
or story-like continuities which tend to ‘settle on characters,’”54 whose eyes are 
“brimming over and clouding over with otherworldly glints, hints, and gleams,”55 
and who, like in anime, are portrayed as “soulful bodies, that is, bodies where 
spiritual, emotional, or psychological qualities appear inscribed on the surface.”56 
This is also reflected in the concept of kyara, a term used by Itō Gō to describe a 
sense of “life” in drawn (or visually created) characters.57 More specifically, kyara 
consists of the visual aspects of a character that give it an obvious sense of real-
ity or being such that it can maintain its identity even separate from the original 
work, in contrast to the idea that a character is necessarily defined in terms of con-
text and narrative progression.58 This can be seen, for example, in the character 
design in figure 2.1, where the girl’s specific visual features encourage a view of 
the character as vaguely innocent yet mentally unbalanced outside of any partic-
ular context (though this context will be explored in Chapter 7). 
54.  Thomas Lamarre, “Anime Eyes Manga,” in The Anime Machine: A Media Theory of Animation 
(Minneapolis: University of Minnesota Press, 2009).
55. Lamarre, “Anime Eyes Manga,” in The Anime Machine.
56. Lamarre, “Full Limited Animation,” in The Anime Machine.
57.  Itō Gō, Tezuka is Dead: Postmodernist and Modernist Approaches to Japanese Manga (Tokyo: 
NTT Shuppan, 2005), 263.
58. Itō, Tezuka is Dead, 263.
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Figure 2.1. An example of strong kyara. Source: Inoue Tomonori, 
Coppelion, vol. 10 (Tokyo: Kodansha, 2011), cover.
The fact that manga characters are, at least in some 
capacity, “images” means that, unlike purely prose-based 
science fiction, their liveliness (and thus their emotions) 
are a regular presence on the manga page, even if the 
narratives are not especially focused on emotion. The 
long-running manga Golgo 13 (Saitō Takao, 1968-pre-
sent)59 may seem an exception, given that the titular 
protagonist is a perfect assassin nearly devoid of feel-
ings, but even Golgo 13’s design exudes “virtual lack of 
emotion” with a kind of emotional intensity. Thus, manga 
tends towards a degree of emotional emphasis even 
in cases where emotions are relatively subdued or less 
important. 
Describing the ubiquity of “highly expressive and 
emotionally readable manga characters,” Sharon Kinsella 
writes, “Manga characters tend to embody aspects of carica-
ture, they have exaggerated facial expressions, they swoon, 
they sweat, they cry, they bleed, they are visibly excited, shocked, distraught, 
embarrassed, and annoyed.”60 In addition to physical expressions, other methods 
of depicting emotion include the use of abstract backgrounds and manipulation of 
comic panels (this is explored in greater detail in Chapter 4). Through these meth-
ods, manga acts as a form of mass culture with the tendency to overtly emphasize 
the expression of emotion, prioritizing emotional display through the aesthetics of a 
visual language. In other words, when it comes to manga, the externalization of the 
internal is standard and ubiquitous.
While Itō presents kyara in order to argue against the absolute importance 
given to narrative in manga criticism, this does not deny the ability for manga to 
also provide a strong focus on emotion through narratives, and in fact there is a great 
deal of aesthetic sophistication when it comes to utilizing emotions in manga to con-
vey ideas through stories. The use of the term manga thus far actually refers to what 
59. Saito Takao, Golgo 13, 13 vols. (San Francisco: VIZ Media, 2006-2008).
60. Sharon Kinsella, Adult Manga (Richmond, Surrey: Curzon Press, 2000), 7.
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is known as “story manga,”61 the “long (often thousands of pages), intricate novelis-
tic format that is the mainstay of Japanese manga today”62 which arose in the 1930s, 
most notably with the man most responsible for popularizing the format, Tezuka 
Osamu. Nicknamed manga no kami-sama [god of manga],63 the Nietzschean word-
play in Itō’s own book in which he presents the concept of kyara, Tezuka is Dead, 
is a reference to Tezuka’s enduring influence. While Tezuka is not the sole creator 
of story manga,64 and there were manga with narratives such as Norakuro (Tagawa 
Suihō, 1931-1981) that predate his work,65 it is important to look at his effects on the 
development of story manga and emotions for two reasons. First, his works provide a 
view into how emotion has been used in manga, from the time when the story manga 
rose to prominence (“No longer was manga solely the domain of comedy and laugh-
ter; now a broader range of emotions was beginning to be expressed”66), to the way 
manga is still created today. Second, Tezuka used in a wide variety of story types 
and genres the expression of emotion, which has since become one of the signature 
characteristics of manga in general, thus further laying the grounds for the effec-
tiveness of utilizing emotion to convey ideas in manga.
Kure Tomofusa writes that, while Tezuka was not a great thinker or philoso-
pher, his expertise as a craftsman resulted in dramatic works.67 Additionally, Tezuka 
61.  There remains the controversy of whether or not manga created outside of Japan (whatever “outside of 
Japan” means) can be considered manga, though this concern is somewhat beyond the scope of this 
dissertation. As will become clear in Chapter 4, which focuses on methodology, my use of “manga” 
has less to do with its cultural origins in and of themselves, and more to do with how those origins have 
created a certain set of aesthetic trends that are used to convey emotion in particular ways.
62.  Frederik L. Schodt, Dreamland Japan: Writings on Modern Manga (Berkeley: Stone Bridge 
Press, 1996), 234.
63.  Frederik L. Schodt, Manga! Manga! The World of Japanese Comics, New Preface Edition 
(Tokyo: Kodansha International, 1997), 139.
64.  Additionally, while Tezuka has been called the origin of manga in general, Japanese schol-
ars such as Shimizu Isao point out how this depends partially on how one defines manga. In 
particular, the existence of satirical and political cartoons in Japan in the late 19th century to 
early 20th century by artists such as Kitazawa Rakuten and Charles Wirgman is one possible 
alternative starting point. I am not arguing for or against any particular origin for manga, though 
the distinct political aspect this adds to manga would make for an interesting comparison with 
Suvin. See: Shimizu Isao, “Giga fūshiga fūzokuga” [Cartoons, satirical cartoons, low cartoons], 
in Mangagaku nyūmon [Introduction to manga studies], ed. Natsume Fusanosuke and Takeuchi 
Osamu (Tokyo: Minerva Shobō, 2009), 2-7. Also see: Schodt, Manga! Manga!, 38-63.
65. Paul Gravett, Manga: Sixty Years of Japanese Comics (New York: HarperCollins, 2004), 22. 
66.  Jennifer S. Prough, Straight from the Heart: Gender, Intimacy, and the Cultural Production of 
Shōjo Manga (Honolulu: University of Hawai’i Press, 2011), 34.
67.  Kure Tomofusa, Gendai manga no zentaizō [Overview of modern manga], (Tokyo: Futaba 
Bunshō, 1997), 222.
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tended towards “SF, history, biographies, society, and humor,” while his influence 
on manga involved not only inspiring young creators but also creating the highly 
experimental magazine COM, which pushed the conventional boundaries of man-
ga.68 This description points towards Tezuka’s use of emotion in his works and their 
capacity to convey meanings and ideas in manga through a variety of styles and story 
types. The gender-bending shōjo manga69 Princess Knight (1953-1956), for example, 
is about a girl born with both male and female hearts, whose struggle with iden-
tity becomes more complex as the story progresses.70 Jungle taitei [Jungle emperor] 
(1950-1954, also known in English as Kimba the White Lion) features a lion protago-
nist who has experience living in both the human world and the animal kingdom, 
and who eventually sacrifices himself to save a human friend by offering his meat 
and fur.71 This creative range would become an increasing part of manga as a whole, 
which Frederik L. Schodt indicates when he writes, “The themes of Japanese comics 
are even more varied than their readership…. In all categories of comics there has 
been a trend towards increasing sophistication. Readers today demand, and artists 
supply, more than simple boy-meets-girl and justice-triumphs-over-evil plots.”72 
I argue that it is the expressive quality of manga, the overt emphasis on 
emotion, which unites these seemingly disparate narratives. Manga’s breadth of 
genres, covering a wide variety of topics such as food, sports, business, gambling, 
fantasy, and of course science fiction, functions in part by utilizing character 
psychology and emotion to connect to readers, including those who may not 
necessarily come predisposed to liking those particular subjects. Emotion thus 
becomes an important component for exploring and conveying ideas in manga. 
Oishinbo (Tetsu Kariya and Hanasaki Akira, 1983-Present) centers on cooking, 
but rather than being purely instructional, the story revolves around a bitter 
father-son rivalry. The expression of both disdain and respect from the main char-
acter towards his father—the father’s utter perfectionism when it comes to food 
drove the protagonist’s mother to an early grave yet also indicates that his passion 
for food is genuine—is one of the main ways through which Oishinbo conveys the 
intricacies of the culinary arts.73 Garasu no kamen [Glass mask] (Miuchi Suzue, 
68.  Kure, Gendai manga no zentaizō, 219.
69.  Manga officially categorized as being for young and adolescent girls.
70.  Tezuka Osamu, Princess Knight, 2 vols., trans. Maya Rosewood (New York: Vertical, Inc., 2011).
71. Tezuka Osamu, Jungle taitei [Jungle emperor], 2 vols. (Tokyo: Shogakukan, 1997).
72. Schodt, Manga! Manga!, 15.
73.  Tetsu Kariya and Hanasaki Akira, Oishinbo a la Carte: Japanese Cuisine (San Francisco: VIZ 
Media, 2009).
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1976-present) features a young actress with an uncanny natural skill for method 
acting, and the depiction of emotion contributes to our understanding of the story 
by portraying both real and acted emotions and then how the line between the two 
can blur. As seen in figures 2.2 through 2.4, the continual contrast between the 
facial expressions of the soaking wet protagonist Kitajima Maya (having just been 
the victim of a cruel prank right before she needs to perform) creates an active 
sense of engagement and consideration with the subject of emotion.
Figure 2.2. A transition from “real” to “performed” emotions shows the degree to which 
emotions are prominently displayed (part 1). Source: Miuchi Suzue, Garasu no kamen [Glass 
mask], vol. 14 (Tokyo: Hakusensha, 1980), 144-145.
Panels 2 to 3: [laughter]
Panel 4:  “What’s going on? What’s with all of this uproar?” (laughter)  
“Ahh! That’s Yamazaki Ryūko!”
Panels 5 to 7: [laughter]
Panels 8 to 9:  (“Who did this?”) [laughter] (“Why would they do this? Why…?”) 
[laughter]
Panels 10 to 11:  “We need to stop shooting this scene! The female ambassador is 
supposed to appear proper and dignified, but she’s all wet!” “Wait!”
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Figure 2.3. A transition from “real” to “performed” emotions shows the degree to which 
emotions are prominently displayed (part 2). Source: Miuchi Suzue, Garasu no kamen [Glass 
mask], vol. 14 (Tokyo: Hakusensha, 1980), 146-147.
Panels 1 to 2: [surprise] “Please… please hold on. I’ll do it.”
Panel 3: “Please let me do this, just as I am now.”
Panel 4: “What did you just say?!”
Panel 5: “Let me act out this drama.” [chatter] (“I don’t care who did this to me!”)
Panel 6:  (“I don’t care what you’ve done to me!”) “But with the way you look… this role 
is supposed to be the young Japanese female ambassador!” “Don’t worry, I 
won’t change the image of her that’s in the script.”
Panel 7: “She won’t change the image…?”
Panel 8:  “Isn’t that interesting! Let her do it just as she is, director.” “Yamaguchi Ryūko!”
Panel 9:  (“Ahh, that’s right! I feel like I can’t let anybody get in my way! I refuse to lose 
to this! I’ll show you how I play the role of Satoko!”) “Thank you.”
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Figure 2.4. A transition from “real” to “performed” emotions shows the degree to which emo-
tions are prominently displayed (part 3). Source: Miuchi Suzue, Garasu no kamen [Glass 
mask], vol. 14 (Tokyo: Hakusensha, 1980), 152-153.
Panels 1 to 4: [heavy breathing]
Panel 5: “She... she’s shortening her breath to make it seem like she just got here! How 
dare she pull off such a performance…” 
Panel 6: “It’s as if she just came out of the rain!”
Panel 7: “Where is the British ambassador?” “She’s over there.”
Panels 8 to 10: [stepping forward] [chatter] [footsteps]
Panel 11:  “I see! This way it’s not unusual for her to be drenched. In fact, it’s like she’s 
showing that she had to deliver this letter no matter what!”
Panel 12: “More than that though, this girl really stands out.”
The use of emotion as a bridge can be seen especially in the genre of mahjong 
manga, which, somewhat similar to science fiction, has a reader base consist-
ing primarily of people who are “actually more interested in the mahjong than 
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the manga”74 and narratives that rely “heavily on technical information,”75 and 
yet can be elaborated upon in different ways and even shaped for varying levels 
of familiarity depending on how emotion is used. Akagi: yami ni oritatta tensai 
[Akagi: the genius who descended into the darkness] (Fukumoto Nobuyuki, 
1992-Present), for example, mitigates to an extent the need to understand the 
intricate rules of mahjong by focusing on the psychological shock of opposing 
players as the anti-hero Akagi orchestrates their defeats (figure 2.5), while Saki 
(Kobayashi Ritz, 2006-Present) gives significance to unusual actions by relying 
on the strong emotional responses of the characters playing (figure 2.6). Emotion 
is taken as something that can foster further exploration into a variety of areas.
Figure 2.5. Intense emotion makes clear the significance of the character’s loss. Source: 
Fukumoto Nobuyuki, “Honmono” [Genuine], in Akagi: yami ni oritatta tensai [Akagi: the genius 
who descended into the darkness], vol. 6 (Tokyo: Takeshobo, 1996).
74.  Taken from mahjong manga editor Miyaji Michiyuki and quoted in Frederik L. Schodt, 
Dreamland Japan, 107.
75. Frederik L. Schodt, Dreamland Japan, 110.
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Panels 1 to 3: (“This can’t be…! This can’t be…”)
Panel 4: (“How…? How could this have happened…?”)
Panels 5 and 6: “Ugghhh…”
Panel 7: <A reversal. An unprecedented dramatic reversal.> 
Figure 2.6. The expression of shock by the other characters clearly indicate the unorthodox 
nature of the heroine’s action. Source: Kobayashi Ritz, Saki, vol. 6 (Tokyo: Square-Enix, 2009), 
124-125.
Panel 1: “Kan [four of a kind].”
Panels 2 to 4: (“Kiyosumi!”) [tiles clacking] “One more time.” [tiles falling]
Panel 5: “Kan.” [shock]
Panel 7: “2 rinshanhai [tiles from the dead wall] in a row! It’s a rinshan kaihō [dead 
wall draw]!”
The use of emotion as a convention for encouraging a deeper look into ideas 
becomes especially apparent when looking at works that focus on the political 
more explicitly, such as the anti-war, anti-nuclear weapon manga Barefoot Gen 
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(Nakazawa Keiji, 1973-1974). Kajiya Kenji writes, “Barefoot Gen focuses more on 
Gen’s emotions than on his acts and shows what he witnessed mostly by point-
of-view shots,”76 while Lamarre points towards the use of the conventions of 
manga (which I argue includes the heavy use of emotional expression) as a legit-
imate method for conveying criticism by Nakazawa:
. . . Barefoot Gen is ordinary and unselfconscious in its 
usage of manga conventions. It is not an experimen-
tal work at the level of form, in the sense of staging 
a confrontation with the material limits of manga, 
and forcing readers to question the very ability of the 
manga medium or manga form to deal with serious 
historical issues. Barefoot Gen assumes that shōnen 
manga77 is, in itself, with its basic conventions, as 
qualified as any other medium or form to grapple with 
the atomic bomb, historically and experientially.78
In Barefoot Gen, as well as the other examples listed above, the emphasis 
on characters’ emotions amidst whatever conflicts and turmoil they are expe-
riencing works to create an overt emphasis on emotion through both narrative 
and visual means. The expression of emotion is the prominent method through 
which manga communicates information about its world. Overall, this tendency 
to utilize emotion in order to introduce and explore complex webs of interaction 
within particular narrative and thematic environments makes the role of emo-
tion in manga difficult to ignore.
While the idea that science fiction manga utilizes emotion in a fashion 
76.  Kajiya Kenji, “How Emotions Work: The Politics of Vision in Nakazawa Keiji’s Barefoot Gen,” in 
Comics Worlds and the World of Comics: Towards Scholarship on a Global Scale, ed. Jaqueline 
Berndt, Global Manga Studies, (Kyoto: International Manga Research Center, Kyoto Seika 
University, 2010), 251, accessed February 24, 2014, http://imrc.jp/2010/09/26/20100924Com-
ics%20Worlds%20and%20the%20World%20of%20Comics.pdf.
77. Manga officially categorized as being for young to adolescent boys.
78.  Thomas Lamarre, “Manga Bomb: Between the Lines of Barefoot Gen,” in Comics Worlds and 
the World of Comics: Towards Scholarship on a Global Scale, ed. Jaqueline Berndt, Global 
Manga Studies, (Kyoto: International Manga Research Center, Kyoto Seika University, 2010), 
264, accessed February 24, 2014, http://imrc.jp/2010/09/26/20100924Comics%20Worlds%20
and%20the%20World%20of%20Comics.pdf.
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similar to other genres in manga raises the potential point that the novum is 
somehow inherently subordinate to emotion in SF manga due to those similari-
ties with non-SF manga, I argue that this is not the case. Rather, the tendency for 
emotion in manga to be an externalization of the internal is generally capable of 
interacting with an SF narrative in a way that enhances the novum. This is better 
explained by looking at emotion in terms of the significance of the “barrier” in 
science fiction. Listing it as one of the “recurrent iconic images that contain in 
themselves the dynamic tensions between known and unknown around which 
their narratives are likely to be structured,”79 Wolfe expresses the use of the bar-
rier as an icon that is “representative of the fundamental beliefs and values that 
the genre explores,”80 which is the “supernatural power of rationality itself.”81 
Moreover, “Unlike other genres of modern literature that internalize the barrier, 
making it a function of character or the object of a parable … science fiction until 
comparatively recent years has not been much concerned with character or with 
literary devices….”82 Here, the idea of the “external barrier”—whether physical or, 
for instance, a misunderstanding between cultures—tends to be more important 
as a tension between the known and unknown than one created by an “internal” 
psychological barrier, an idea that resembles Wegner’s description of the narra-
tive utopia as prioritizing the exploration of worlds over character development.
However, this distinction between the internal and the external in science 
fiction is tenuous, especially when looking at the “cyberpunk” subgenre. In an 
interview with Science Fiction Studies magazine, Suvin remarks, “What I think 
is interesting in cyberpunk is exactly the breakdown of the distinction between 
hard and soft SF—that your brain becomes the software of the new hardware…. 
There is something new here: there is a basically new technology and a new 
social position of the group that has access to this technology, and that I find 
interesting.”83 Similarly, Tatsumi Takayuki writes, “Whereas metafictionists are 
involved with the metaphorization of fiction as such, cyberpunks are so con-
scious of the totally computerized reality around themselves that they take for 
79. Wolfe, The Known and the Unknown, 16.
80. Wolfe, The Known and the Unknown, 16.
81. Wolfe, The Known and the Unknown, 6. 
82. Wolfe, The Known and the Unknown, 30.
83.  Darko Suvin, “An Interview with Darko Suvin: Science Fiction and History, Cyberpunk, 
Russia...,” interview by Horst Pukallus, Science Fiction Studies 18, no.4 (1991), accessed May 
30, 2011, http://www.depauw.edu/sfs/interviews/suvin54.htm.
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granted the decomposition of boundaries between literal and the metaphorical, 
trying to repress any easy act of metaphorization.”84 The portrayal of heavy inte-
gration between human bodies and technologies as a way to highlight dystopian 
breakdown in society, in other words the characteristic element of cyberpunk, 
blurs the borders of mind, body, and world, transforming the external into the 
internal. The opposite realm, then, is where emotion can play a crucial role in 
science fiction manga. The externalization of the internal that is characteristic 
of emotion in manga has the potential to become integral to the extrapolation of 
the novum and the pursuit of cognitive estrangement in SF manga through the 
very act of pushing upon that boundary between the “inner” and the “outer” and 
thus transforming the very idea of the science fictional “barrier.” In fact, this can 
be seen in a great number of SF manga, of which a few examples are listed below:
•  Phoenix: Future forefronts the crushing loneliness a 
man feels for being the last survivor on Earth, in partic-
ular the despair he experiences when a life preservation 
capsule he had been waiting on for hundreds of years to 
grant him a companion reveals only dust.85
•  To Terra (Takemiya Keiko, 1977-1980, also known as 
Toward the Terra) features a world where a program 
to weed out genetic and developmental anomalies in 
mankind has resulted in a division between regular 
humans, whose emotions are regulated by computer 
systems, and psychics known as the “Mu,” whose extra-
sensory abilities are based heavily in their embracing 
of emotion.86
•  Neon Genesis Evangelion (Sadamoto Yoshiyuki, 1995-
2014)87 depicts a post-apocalyptic environment where 
the psychological turmoil and sense of alienation expe-
84.  Tatsumi Takayuki, Full Metal Apache: Transactions Between Cyberpunk Japan and Avant-Pop, 
(Durham, NC: Duke University Press, 2006), 111.
85.  Tezuka Osamu, Phoenix, vol. 2, trans. Jared Cook, Shinji Sakamoto, and Frederik L. Schodt 
(San Francisco: VIZ, 2002).
86. Takemiya Keiko, To Terra, 3 vols. (New York: Vertical, Inc., 2007).
87.  Sadamoto Yoshiyuki, Neon Genesis Evangelion, vol. 1–4, 3-in-1 Edition (San Francisco: VIZ 
Media, 2012–2013).
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rienced by its characters stems from both the condition 
of the world around them and their strained relation-
ships with other human beings.
•  Hagio Moto’s science fiction romances such as 11-nin 
iru! [They were 11!] (1975)88 and A, A’ (1981)89 challenge 
conventions of gender identity between lovers affected 
by technology while greatly emphasizing those 
relationships.
•  Twin Spica (Yaginuma Kō, 2001-2009) features a young 
girl who works towards her goal of becoming an astro-
naut, aided by the spirit of a deceased astronaut who 
provides emotional support by teaching her to value 
both a scientific mindset and a love of the unknown.90
•  Pluto (Urasawa Naoki and Nagasaki Takashi, 2003-
2009), based on a story from the Tezuka manga 
Testuwan Atom, is a murder mystery where the question 
of humanity in robots, especially the presence of emo-
tion in them, plays a central role and is integral to the 
development of its main protagonist.91
This externalization of the inner world of the character as a significant fac-
tor in science fiction manga will become increasingly evident in later chapters. 
Tadano Nobuaki’s 7 Billion Needles (2008-2010) focuses on a girl who overcomes 
the trauma of her father’s death by being in a symbiotic relationship with an 
alien species (Chapter 5).92 Shīna Takashi’s Zettai Karen Children (2005-present) 
explores the lives of three psychic girls and their engagement with the political 
tensions in their society by focusing on their emotional wellbeing as they are 
88.  Hagio Moto, 11-nin iru! [They were 11!], Shogakukan Bunshō Edition (Tokyo: Shogakukan, 
1994).
89.  Hagio Moto, A, A’, trans. Matt Thorn (San Francisco: VIZ Communications, Inc., 1997).
90.  Yaginuma Kou, Twin Spica, 12 vols., trans. Maya Rosewood (New York: Vertical, Inc., 
2010-2012).
91.  Urasawa Naoki and Nagasaki Takashi, Pluto, 8 vols., trans. Frederik L. Schodt and Jared Cook 
(San Francisco: VIZ Media, 2009-2010).
92. Tadano Nobuaki, 7 Billion Needles, 4 vols. (New York: Vertical, Inc., 2010-2011).
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being raised as children (Chapter 6).93 Inoue Tomonori’s Coppelion (2008-pres-
ent) juxtaposes the psychological difficulties of regular humans living within a 
radioactively contaminated environment with the emotions of teenagers geneti-
cally engineered to be immune to radiation (Chapter 7).94 In each of these cases, 
emotions are rendered as important, not because they are necessarily the cata-
lyst for overcoming the problems of the world but because they are very much a 
part of the world itself and thus have the potential to contribute to how we view 
those problems. Part of the significance of emotion within science fiction manga 
can be found in two vital aspects. The first is an inherent minimum presence 
of emotion through the visual portrayal of characters, while the second is the 
ubiquity of overt emphasis on emotion in manga narratives. These qualities 
are vividly present in SF manga, and they can interact with the novum so as to 
emphasize the science fictionality of the narrative by weaving the effects of emo-
tions directly into the SF setting. In some cases, the emotions themselves are the 
novum, a concept that will be explored further in Chapter 3. 
2.3 MANGA AND JAPANESE SCIENCE FICTION
In order to further show why SF manga can tend towards using emotion so as 
to enhance its potential to inspire political imagination, this chapter next looks 
at the third aspect of SF manga and emotion, the mutual history of manga and 
Japanese science fiction, and how the environment of Japanese SF is a space 
where logic and emotion co-exist more comfortably. While science fiction is 
often closely associated with manga, it tends to concentrate primarily on the 
relationship between manga and science fiction outside of Japan. Kinsella 
writes, “Though often thought of by foreign observers as a specialized cultural 
trope with strongly defined themes such as pornography and science fiction 
fantasy, manga is primarily a medium.”95 Similarly, the study of science fic-
tion-oriented works (as well as its cousin SF anime96) has traditionally been so 
prominent in English-speaking manga scholarship that even ten years ago it 
93. Shīna Takashi, Zettai Karen Children, vols. 1-16 (Tokyo: Shogakukan, 2005-2009).
94. Inoue Tomonori, Coppelion, vols. 1-20 (Tokyo: Shogakukan, 2008-2013).
95. Kinsella, Adult Manga, 3.
96. Japanese animation.
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would not have been surprising if someone assumed that manga was predomi-
nantly science fiction just by reading essays and books on the subject. As more 
academic work is done on manga and increasing numbers of manga outside of 
the SF genre become known, this misconception has begun to fade, and in its 
place a more substantial examination of the relationship between manga and 
science fiction can be undertaken. Rather than it being the case that “manga is 
Japanese SF,” what will become clear is that in some ways the opposite is more 
apt, that “Japanese SF is manga.”`
This is not to deny the impact of science fiction anime and manga outside of 
Japan, especially in the United States and Europe, nor the significance of science 
fiction in general as both a Japanese cultural import and export. In fact, on a 
broader scale, there is a clear cross-cultural and interactive relationship between 
Japanese and “Western” SF, particularly English-language cyberpunk. William 
Gibson’s Neuromancer, one of the foundational works of cyberpunk, takes place 
in the highly technological “Chiba City,”97 while the Los Angeles seen in the film 
Blade Runner similarly resembles a Japanese metropolitan city.98 These works 
and their Techno-Oriental visions of Japan then influenced Japanese science fic-
tion upon importation and translation, creating a cyberpunk movement in the 
late 1980s in that country as well.99 At the same time, science fiction in Japan did 
not develop wholly independent of outside influences only to be referenced later 
via the cyberpunk genre, but in fact also received a great deal of science fiction 
from the United States and Europe years before cyberpunk. Although there were 
already science fictional stories called kūsō kagaku [imaginary science] by the 
late 1920s,100 SF under the English term “science fiction” reached Japan in the 
postwar era, notably at an accelerated rate. While Japan by the 1960s was begin-
ning to experience in translation the “New Wave” science fiction of the period, it 
was only since 1959 and the publication of Hayakawa Science Fiction Magazine 
(the first on-going professional science fiction magazine in the country) that 
97.  William Gibson, Neuromancer, Kindle Edition (New York: Penguin Putnam, Inc., 2003), ac-
cessed February 7, 2014, http://www.amazon.com/Neuromancer-William-Gibson-ebook/dp/
B000O76ON6.
98.  Blade Runner: The Director’s Cut, directed by Ridley Scott (1993; Burbank, CA: Warner Home 
Video, 1997), DVD.
99. Tatsumi, Full Metal Apache, 107-111.
100.  Christopher Goto-Jones, “From Science Fictional Japan to Japanese Science Fiction,” in The 
Asiascape Collection v.1: Essays in the Exploration of CyberAsia, ed. Christopher Goto-Jones 
(Lelystad: Anker Media, 2010), 15. The translation for kūsō kagaku is also taken from here.
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Japan had been receiving the older major science fiction works of authors such 
as Heinlein, Bradbury, Clarke, and Asimov. Thus, according to Tatsumi, “what 
the Anglo-American science fiction market experienced between the 1920s 
and the 1950s had to be studied and simulated by Japan only in the 1960s, too 
quickly and in too condensed a fashion. As is the case with all movements in 
the high-growth period, the Japanese writers also attempted to rapidly assimi-
late and catch up with the fruits of their Anglo-American precursors, skillfully 
appropriating them.”101 
Japanese SF authors began to develop science fiction resembling well-known 
titles, and because of the accelerated processing of Anglo-American science fic-
tion whereby multiple decades’ worth of stories were introduced in the span of 
approximately one, many Japanese science fiction works were derided for lack-
ing “originality” by critics within Japan. In Yamano Kōichi’s 1969 essay entitled 
“Japanese SF, Its Originality and Orientation,” Yamano argues that not enough 
effort had been made by Japanese science fiction writers to develop the coun-
try’s SF in a unique fashion. It is here, however, that the connection between 
Japanese SF and manga becomes especially important.102 When looking at 
Japanese science fiction writer and author of Japan Sinks (1973) Komatsu Sakyō, 
an author whose science fiction “was characterized not by the claustrophobic 
paranoia of the Cold War but rather by the grand tectonic movements in history 
… which seemed to persist in imperiling Japan”103 and who wrote about topics 
such as the effacement of national self-identity,104 Yamano expresses the idea 
that Komatsu is an important contributor to original Japanese science fiction.105 
Komatsu, according to Yamano, while not having reached full “originality,” still 
stands as an example of someone “remodeling” Anglo-American science fiction. 
Yet, in contrast to this, Komatsu actually locates the origin of Japanese science 
fiction within manga. 
In his book SF damashī [SF soul], Komatsu gives a description of the his-
tory of Japanese science fiction in the style of SF author and critic Ishikawa 
101. Tatsumi, Full Metal Apache, 87.
102.  Yamano Kōichi, “Japanese SF, Its Originality and Orientation,” Science Fiction Studies 21, 
no.62 (1994), ed. Darko Suvin, trans. Kazuko Behrens, accessed May 19, 2011, http://www.
depauw.edu/sfs/backissues/62/yamano62art.htm.
103. Goto-Jones, “Science Fictional Japan,” 20.
104. Tatsumi, Full Metal Apache, 91.
105. Yamano, “Japanese SF.”
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Takashi, wherein Komatsu is merely an innovator in SF and instead “the 
planet SF was found near the Tezuka Osamu system in the manga nebula.”106 
Komatsu not only locates the origin and development of Japanese SF in manga 
but also in close proximity to the “god of manga.” Moreover, when it comes 
to the link between SF and manga, SF writers such as Tsutsui Yasutaka and 
Komatsu himself (under the name Mori Minoru107) had not only read the sci-
ence fiction manga of prewar and wartime Japan, but also contributed their 
own comics to manga publications.108 Although Komatsu’s comment is just a 
single writer crediting manga as being a significant force in the beginnings of 
Japanese science fiction and not a thoroughly researched analysis of Tezuka’s 
relationship to other SF creators or manga artists, it still reveals a close asso-
ciation between Japanese literary SF and manga. While it would again be the 
classic mistake when discussing manga’s history to place too much impor-
tance on Tezuka or to describe him as the “origin” of manga,109 in science 
fiction his mark is clear and significant given how prolific Tezuka had been 
within the genre. By the late 1960s, when writers such as Komatsu were cre-
ating their own works, Tezuka had already published a number of SF titles 
such as Metropolis (1949),110 Tetsuwan Atom (1952), and Phoenix: Future (1967). 
This does not necessarily mean that the emotional quality of Tezuka’s manga 
106. Komatsu Sakyō, SF damashī [SF soul] (Tokyo: Shinchosha, 2006), 98. 
107. Komatsu Sakyō, The Complete Manga Works of Mori Minoru: The Other Side of Sakyo 
Komatsu, 4 vols. (Tokyo: Shogakukan, 2002).
108.  Suzuki (CJ) Shige, “Manga/Comics Studies from the Perspective of Science Fiction Research: 
Genre, Transmedia, and Transnationalism,” in Comics Worlds and the World of Comics: 
Towards Scholarship on a Global Scale, ed. Jaqueline Berndt, Global Manga Studies, (Kyoto: 
International Manga Research Center, Kyoto Seika University, 2010), 75, accessed February 
24, 2014, http://imrc.jp/2010/09/26/20100924Comics%20Worlds%20and%20the%20
World%20of%20Comics.pdf.
109.  The most famous example of Tezuka’s enormous reputation may be that his own obituary in 
the Asahi newspaper states, “Without Dr. Tezuka, the postwar explosion in comics in Japan 
would have been inconceivable” (Quoted and translated in Schodt, Dreamland Japan, 234). 
The fact that Shin takarajima is stated as being so influential has mentioned previously has 
also been challenged by writers such as Ryan Holmberg, who argues that the co-creator of 
Shin takarajima, Sakai Shichima, is responsible for some of the visual conventions that the 
manga established, but that Until recently, Sakai had been practically erased from manga his-
tory” (Ryan Holmberg, “Tezuka Osamu Outwits the Phantom Blot: The Case of New Treasure 
Island cont’d,” The Comics Journal, February 22, 2013, accessed June 10, 2014, http://www.
tcj.com/tezuka-osamu-outwits-the-phantom-blot-the-case-of-new-treasure-island-contd/2/).
110.  Dates in this paragraph are taken from: Ada Palmer, “Tezuka Timeline,” Tezuka in English, 
accessed March 10, 2011, http://tezukainenglish.com/?q=node/47.
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found its way into Japanese science fiction, but it is rather telling that in Uchū 
ni totte ningen to wa nanika: Komatsu Sakyō shingenshū [What Are Humans 
in Regards to the Universe?: A collection of Komatsu Sakyō quotes]—a collec-
tion of short essays and excerpts by Komatsu—one of the essays comes from 
Hagio Moto, a manga artist famous for her emotional works in the SF genre. In 
her essay, Hagio mentions the themes of empathy and belief in humankind’s 
ability to connect emotionally with each other as important parts of Komatsu’s 
science fiction.111 More recently, Japanese science fiction has seen an increase 
in stories of the sekai-kei genre, where the relationship between the main char-
acter and another, or “you and me,” is central to the outcome of the world.112 
This bears resemblance to the concept of the “you-me dynamic” as described 
by Mendlesohn, but here, it is viewed at least in part as a positive source for 
science fictional exploration. Notably, in 2005 the sekai-kei manga Ōson sensō 
[Ōson wars] was a recipient of the Seiun Award, a Japanese equivalent for the 
Hugo Award.113
The result of this close relationship between manga and Japanese SF is 
three-fold. First, it means that the two cannot be divided as easily as one 
might expect from Anglo-American science fiction, in which the distinction 
between literary SF and science fiction in other media is more pronounced. 
While it would be tempting to label SF manga as a mere subcategory of 
Japanese SF, to a certain extent the study of science fiction manga is the 
study of Japanese science fiction.114 While there is evidence of past elitism 
among literary SF fans against other media such as science fiction manga, 
anime, and tokusatsu,115 major figures in the Japanese science fiction com-
111.  Hagio Moto, “Ware wa uchū (I the Universe)” [I am the universe], in Uchū ni totte ningen to wa 
nanika: Komatsu Sakyō shingenshū [What are humans in regards to the universe? A collection 
of Komatsu Sakyō quotes] (Tokyo: PHP Shinsho, 2011), 40-43.
112.  Azuma Hiroki, Game-teki Realism no tanjō: Dōbutsuka suru Postmodern 2 [The birth of game-
like realism: The animalizing postmodern 2] (Tokyo: Kodansha, 2007), 96.
113.  “2005-nen seiunshō” [2005 Seiun award winners], SF Fan Group rengōkaigi [SF fan group 
association], July 18, 2006, accessed May 9, 2014, http://www.sf-fan.gr.jp/awards/2005.html.
114.  This is not to say, of course, that studying SF manga means it is unnecessary to study 
Japanese prose science fiction, but that is beyond the scope of this dissertation.
115.  Live-action film and television incorporating costumes and special effects, i.e. Ultraman, 
Kamen Rider, and Super Sentai (adapted as Power Rangers for English-speaking audiences). 
It is notable that, somewhat similar to how “sci-fi/fantasy” is often considered a single com-
bined category in the Anglo-American sphere, in Japan it is somewhat common to see “SF/
tokusatsu” as a combined category.
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munity, including Komatsu and the founders of Studio Gainax (creators of 
Neon Genesis Evangelion), would encourage the connection between these 
various forms of media.116 Second, the long-standing interactions between 
manga and SF in Japan described above have resulted in an environment 
where emotions are assumed to co-exist and cooperate with logic in SF 
narratives much more easily.117 Third, as per the exploration of emotion in 
manga in the previous section, the visual aspect of manga results in a par-
ticular type of presentation that would not be sufficiently covered in a more 
generalized study of Japanese SF.
2.4. CONCLUSION: TOWARDS A COMPREHENSIVE UNDERSTANDING OF 
SCIENCE FICTION MANGA
The overall goal of this chapter has been to locate science fiction manga within 
the greater debates concerning the role of science fiction with respect to mass 
culture in order to determine how the depiction of emotion, especially in SF 
manga, can be both relevant and significant towards science fiction. By showing 
how the traditional idea of mass culture is greatly limited by its narrow definition 
of art and how the idea of science fiction as a fiction of cognitive estrangement 
benefits from a greater degree of flexibility, emotion is revealed to be capable of 
elaborating and expanding upon political ideas in SF narratives. SF manga in 
this respect holds potential as a particularly emotional form of science fiction.
SF is a fiction of ideas, and the emphasis on emotion in science fiction manga 
provides an additional dimension that can potentially contribute to cognitive 
estrangement. The valuing of character psychology as something that is able to 
influence the world is not necessarily indicative of a move away from scientific 
and logical reasoning and thus a corruption of science fiction, but rather con-
veys the idea that, as per Le Guin and “Mrs. Brown,” the feelings of individuals 
in these SF environments are somehow significant. Thus, when approaching the 
subject of science fiction, a genre often purported to not concern itself greatly 
116.  Takeda Yasuhiro, The Notenki Memoirs: Studio Gainax and the Men who Created Evangelion 
(Houston: A.D. Vision, Inc., 2005), 42-43.
117.  For an example of Japanese prose SF with an especially strong use of emotion to explore the 
novum, see the Seikai series, for example: Morioka Hiroyuki, Seikai: Crest of the Stars, vol. 1, 
trans. Sue Shambaugh and Benjamin Arntz (Los Angeles: TOKYOPOP, 2006).
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with elements such as character psychology, science fiction manga stands as a 
strong example of how emotion can provide a means of connecting to and clari-
fying the alternative world that is at the heart of science fiction. Although a strong 
emphasis on emotion is not present in every manga, and emotion is not essen-
tial to its definition, manga regularly utilizes the familiarity that comes with 
character emotion to create a point of connection with the subject at hand such 
that the expression of feelings can be the catalyst for deeper investigations into 
ideas. Manga weaves the presence of emotion into a variety of narratives within 
a vast range of genres, and it is this versatility that gives manga the capacity to 
broaden our understanding of emotion with respect to science fiction, function-
ing as a source of narratives where sophistication of emotion and sophistication 
of ideas merge together. 
If the SF narrative can take them into account, then characters, as imagi-
nary beings that are nevertheless “real” in their own worlds, can become a part 
of the process of cognitive estrangement, and the overt emotional emphasis in 
science fiction manga acts as a reliable means to investigate this relationship. In 
asking, “how does the depiction of emotion affect the political ideas conveyed 
in science fiction manga?” an important underlying question is, “how does the 
emphasis on emotion in science fiction manga participate in the logical deriva-
tion of ideas?” The answer to this question is the focus of the next chapter, where 
I will explore in detail how emotion can act as an integral part of the extrapola-
tion of science fictional ideas.
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CHAPTER 3: SCIENCE FICTIONAL EMOTIONS
This dissertation has thus far extensively mapped out the relationship between 
emotion, science fiction, and SF manga, but has yet to clarify specifically how 
emotion can add to the Suvinian conception of science fiction. While cogni-
tive estrangement carries an emotional component for an audience in that it 
is supposed to be felt in response to the events of a science fictional narrative, 
this chapter shows how emotion can expand the scope of the novum, position-
ing emotion as something capable of developing the “cognitive” in cognitive 
estrangement on two different levels. First, emotion can act as a means to expe-
rience the novum, and second, emotion can become a novum in and of itself. In 
terms of the former, this comes from the ability for emotion to provide alternative 
perspectives that aid in the presentation of various non-ideal views of science 
fictional settings where the story emphasizes the subjective views of its char-
acters. The latter, in turn, is based on the idea that emotion itself can become a 
source of cognitive difference, embodying an identity as “potential logic” that 
can facilitate further analysis of the SF environment. Thus, this chapter shows 
how even SF narratives where emotions are prominent are able to contribute to 
“cognitive estrangement” and the exploration of political alternatives.
3.1. THE EVOLUTION OF COGNITIVE ESTRANGEMENT
While the social and political landscape in which science fiction finds itself 
today is quite different from when Metamorphoses of Science Fiction was pub-
lished in 1979, that landscape had in fact already begun to change when Darko 
Suvin defended SF against the “problem” that it lacked “literary” elements. 
Opposing Suvin’s idea that SF had little need for the conventions of traditional 
character-based fiction, authors began to incorporate those literary elements 
into their works much more readily. As seen in Ursula K. Le Guin arguing for the 
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importance of characters in SF (“Mrs. Brown,” see Chapter 2.1),118 for instance, 
the period referred to as the “New Wave” of science fiction in the 1960s and 
1970s “[took] a genre that had been, in popular mode, more concerned with con-
tent and ‘ideas’ than form, style or aesthetics and [paid] much greater attention 
to the latter three terms.”119 Science fiction effectively began to incorporate the 
very elements that Suvin argues are unnecessary for science fiction. As a result, 
it is possible to view in practice SF as expanding increasingly outwards from the 
central core of cognitive estrangement, eventually reaching a point where the 
novum is no longer truly significant for science fiction (figure 3.1).120 
Figure 3.1. A visualization 
of the view that cognitive 
estrangement has lost sig-
nificance in science fiction.
This image of sci-
ence fiction and its 
growth can be poten-
tially viewed as a 
problematic obscuring 
of the essence of sci-
ence fiction, or perhaps 
as an accomplishment 
for the genre born out of its continued evolution and progress. The former 
stance can be seen in how Farah Mendlesohn, though not believing that emo-
tion is inherently harmful to science fiction,121 argues that a preponderance 
of emotion obscures or even eliminates the crucial, cognitive aspect of sci-
118.  Ursula K. Le Guin, The Language of the Night: Essays on Fantasy and Science Fiction, ed. 
Susan Wood (New York: G.P. Putnam’s Sons, 1979), 115-116.
119.  Adam Roberts, “Defining Science Fiction,” in Science Fiction, 2nd ed., The New Critical Idiom, 
Kindle Edition, “New Wave” (London: Routledge, 2006), accessed March 7, 2014, http://www.
amazon.com/Science-Fiction-The-Critical-Idiom-ebook/dp/B000OI0HPQ.
120.  I must give thanks to Dr. Chris Goto-Jones and Dr. Florian Schneider for helping me to develop 
this visual conceptualization of science fiction over time.
121.  “It is not that human relationships and angsts don’t matter, but as a general rule I would 
suggest this summary: if Hollywood would advertise a film with the tag-line, In the chaos of 
war, they fell in love! science fiction would pronounce, In the chaos of love, they fought a war!” 
Farah Mendlesohn, The Inter-Galactic Playground: A Critical Study of Children’s and Teens’ 
Science Fiction (Jefferson, NC: McFarland, 2009), 15.
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ence fiction.122 Similarly, Elaine Ostry asks about the potential problems with 
young adult (YA) science fiction that arise when the “need for hope … compro-
mises the narrative strategies [of SF].”123 The latter position is best found in 
an understanding of science fiction that celebrates both the “megatext,” the 
“conglomeration of [various forms of SF] with which ‘SF fandom’ is familiar,”124 
while also embracing the similarities between science fiction, fantasy, and 
the realist novel instead of rejecting them. In contrast to Suvin who presents 
“science-fantasy” as a “misshapen subgenre,” 125 for example, scholars such 
as Michael M. Levy who study characterization in science fiction,126 as well 
as the rise of the “aca-fan” (an academic who is also a fan127), have collectively 
positioned science fiction as something too large and complex to be confined 
by the notion of “cognitive estrangement.” Tautological definitions, where sci-
ence fiction is that which is science fiction (or in the case of Gary K. Wolfe that 
which is defined by the SF authors themselves128), act not so much as “a cynical 
marketing exercise” as Adam Roberts presents it129 but as a celebration of sci-
ence fiction as a varied genre.
Rather than taking the “loss” of cognitive estrangement (both in the sense 
of something missing or as failure) as either a victory or defeat, however, I argue 
that the increased range of science fiction as a genre should prompt reconsider-
ation of the meaning of cognitive estrangement. Instead of “literary” qualities 
such as character emotion either subjugating or vanquishing the idea of cog-
nitive estrangement, the expansion of SF as a category can be thought of as 
widening the range of what can be called “cognitive estrangement” in the first 
122. Mendlesohn, The Inter-Galactic Playground, 75.
123.  Elaine Ostry, “‘Is He Still Human? Are You?’: Young Adult Science Fiction in the Posthuman 
Age,” The Lion and the Unicorn 28, no. 2 (2004): 243, accessed June 24, 2013, http://muse.
jhu.edu/journals/lion_and_the_unicorn/v028/28.2ostry.pdf.
124. Roberts, “Defining Science Fiction,” in Science Fiction. 
125. Suvin, Metamorphoses of Science Fiction, 68.
126.  For example, Michael M. Levy, “Who, What, and Why? Character Motivation in Doctor Who,” 
Children’s Literature Association Quarterly 10, no. 2 (1985): 76-79, accessed May 3, 2014, 
http://muse.jhu.edu/journals/childrens_literature_association_quarterly/v010/10.2.levy.pdf.
127.  Arguably best represented by Henry Jenkins, who, having worked extensively on the cultural 
effects of Star Trek and other titles, labels himself as an “aca-fan” in the title of his own blog. 
Henry Jenkins, Confessions of an Aca-Fan, accessed May 3, 2014, http://henryjenkins.org.
128.  Gary K. Wolfe, The Known and the Unknown: The Iconography of Science Fiction (Kent, OH: 
The Kent State University Press, 1979), xiv.
129. Roberts, “Defining Science Fiction,” in Science Fiction.
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place, instead of cognitive estrangement remaining relatively unchanged since 
Suvin first introduced it. Furthermore, the potential for science fiction to utilize 
emotion as a cognitive component for estrangement is made likelier due to the 
fact that the “science” in science fiction has also grown to include not only the 
material sciences but also the affective sciences130 and social sciences. Notably, 
the the latter has increasingly concentrated on the political significance of emo-
tion in “the so-called ‘affective turn’ in the social sciences.”131 The collective 
effects of these relationships are mapped out in figure 3.2.
Figure 3.2. The growth of 
cognitive estrangement.
Essentially, while Suvin’s 
original idea of cognitive 
estrangement may not 
necessarily fit science fic-
tion as it has developed, 
it is not that the concept 
has been eliminated 
or obscured. Rather, it 
has grown accordingly, 
fueled by both a widen-
ing of its core through a broader understanding of scientific thinking and literary 
factors, such as character emotion becoming increasingly relevant, in the context 
of science fiction. The introduction of the soft sciences into SF, along with the use of 
literary qualities, aligns with Suvin’s preference for soft science fiction over hard,132 
revealing cognitive estrangement to be more porous than it at first appears. 
My study of science fiction manga is specifically an examination of that 
porous surface, the point at which emotions become science fictional (figure 
3.2), and it is from that position, where emotion begins to directly influence the 
130.  For an overview of various arguments concerning the affective sciences, see Paul Ekman and 
Richard J. Davison, eds., The Nature of Emotion (New York: Oxford University Press, 1994).
131.  Paul Hoggett and Simon Thompson, Introduction to Politics and the Emotions: The Affective 
Turn in Contemporary Political Studies, eds. Simon Thompson and Paul Hoggett (New York: 
Continuum International Publishing Group, 2012), 2.
132. Suvin, Metamorphoses of Science Fiction, 28.
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SF narrative, that I argue that cognitive estrangement can be emotional not only 
in terms of outcome (making the audience feel estranged through their cogni-
tive reading of the stark differences between their world and the SF narrative’s), 
but also in the process as well (emotion itself becomes an element of logic and 
interaction and thus a part of the cognitive process towards estrangement). 
Here, the idea that emotions can be significant in science fiction does not refer 
merely to examples where emotions (or lack thereof) are overtly important to the 
SF setting such as in To Terra.133 Rather, emotion in the literary and conventional 
sense, as a narrative force, can become science fictional, either by influencing 
the way we look at the novum, or even by becoming a novum itself.
3.2. THE COGNITIVE PROCESS OF CHARACTER INTERPRETATION
Although my concern with emotion in science fiction has more to do with its por-
trayal within the realm of fiction, it is necessary for me to address the subject 
of “real emotions,” that is to say emotions felt by non-fictional people, because 
of how cognitive estrangement, particularly the estrangement aspect, is in the 
end meant to be felt on an emotional level by the audience. From this perspec-
tive, science fiction and the desire for rational processes share common ground 
with a long-held belief in political thought that logic and emotions should ideally 
remain separate. As Paul Hoggett and Simon Thompson state, “It was assumed 
that political subjects were essentially rational actors busily maximizing their 
strategic interests even while sometimes constrained by their limited infor-
mation-processing abilities. This strange and lopsided account of the political 
subject split cognition from emotion, and reason from passion.”134 This wari-
ness towards emotion arises from a fear of how it might be manipulated or be 
utilized to reinforce an existing set of beliefs, such as when Theodor Adorno and 
Max Horkheimer criticize mass culture partly in response to the propaganda 
of fascism and Nazism as a means to use emotion to manipulate emotion.135 As 
133. See Chapter 2.2 for a description of To Terra.
134. Hoggett and Thompson, Introduction to Politics and the Emotions, 1.
135.  “The purpose of the fascist cult of formulae, the ritualized discipline, the uniforms, and the 
whole allegedly irrational apparatus, is to make possible mimetic behavior.… The Führer, with 
his ham-actor’s facial expressions and the hysterical charisma turned on with a switch, leads 
the dance. In his performance he acts out by proxy and in effigy what is denied to every-
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mentioned in the previous section, however, the increasing acknowledgement 
of emotions in political thought has changed, especially in recent years. Where 
once the idea that emotions naturally possess rationality might be seen as a ten-
uous argument at best or as coming from what has been perceived as alternative 
discourses (such as feminist literature), now it is an opinion shared by increas-
ing numbers of scholars.136 
Although the emotions of real people do not necessarily reflect the por-
trayal of emotions in a fictional setting, it is notable that this greater scientific 
consideration for emotions as a force with the potential for rational change 
resembles the deep inquiries into the concepts of identification, empathy, 
and interpretation with respect to characters in fiction. As Suzanne Keen 
explains when she writes, “Character identification often invites empathy, 
even when the fictional character and reader differ from one another in all 
sorts of practical and obvious ways, but empathy for fictional characters 
appears to require only minimal elements of identity, situation, and feeling, 
not necessarily complex or realistic characterization,”137 interpreting char-
acter emotion possesses its own process of thoughtful elaboration. Similarly, 
Derek Matravers asks how people are able to feel that the emotions of fic-
tional characters are “real” even when they are aware that these emotions 
do not exist in reality.138 Noël Carroll writes, “Rather than character identi-
fication, it is our own-pre-existing emotional constitution, with its standing 
dispositions, that the text activates. This, in large measure, is what accounts 
for our emotional involvement with narrative fictions in general and mass 
fictions in particular.”139 These scholars, although they refer to different 
aspects of fictional emotion’s relationship with audiences and disagree with 
each other in certain respects (Carroll finds character identification rela-
tively trivial), all point towards a complex process where emotions become 
one else in reality.” Max Horkheimer and Theodor W. Adorno, Dialectic of Enlightenment: 
Philosophical Fragments (Stanford, CA: Stanford University Press, 2002), 152.
136.  See for example: Noël Carroll, A Philosophy of Mass Art (New York: Oxford University Press, 
1998), 252-261.
137.  Suzanne Keen, “A Theory of Narrative Empathy,” Narrative 14, no. 3 (2006): 214, accessed 
November 20, 2013, http://muse.jhu.edu/journals/narrative/v014/14.3keen.pdf.
138.  Quoted in Joseph T. Palencik, “Emotion and the Force of Fiction,” Philosophy and Literature 
32, no. 2 (2008): 259, accessed June 24, 2013, https://muse.jhu.edu/journals/philosophy_
and_literature/v032/32.2.palencik.pdf.
139. Carroll, A Philosophy of Mass Art, 265.
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understood, and that this process is generated in part through the ability to 
imagine characters with emotion.140
In Mendlesohn’s concerns over YA science fiction, the belief that cogni-
tive estrangement has trouble existing in stories dominated by emotion is 
based on the idea that an emphasis on character psychology risks bringing 
along with it an entire arm of mainstream/traditional fiction which operates 
on values different from the ones exhibited most prominently in science fic-
tion, and that feelings lead to “scientifically” inferior developments or even 
a resistance against change. Yet, in light of the complexity with which an 
audience can come to “understand” the emotions of a character, there is the 
potential for this process to lead to cognitive estrangement. When considering 
the Suvinian argument that science fiction operates by creating convincing 
worlds where the origins and consequences of nova are in some way traceable 
throughout the narrative, it is assumed to mean a world that is on some level 
“scientifically convincing…. The emphasis is on difference, and the systematic 
working out of consequences of a difference or differences, of a novum or nova, 
becomes the strength of the mode.”141 However, there is also the possibility 
that a world portrayed mainly in terms of its scientific detail works differently 
for readers who find that emotions are an important part of the world; for them, 
the “information-dense” portrayals may lack sufficient attention to emotions 
and therefore be “unconvincing.” Without this connection, such readers would 
140.  Azuma Hiroki has presented a somewhat similar idea, arguing that, in a postmodern envi-
ronment, people (notably otaku) do not take in stories as a whole but rather extract relevant 
information for their own use, a “database narrative” approach (Azuma Hiroki, Otaku: Japan’s 
Database Animals, trans. Jonathan E. Abel and Shion Kono (Minneapolis: University of 
Minnesota Press, 2009), 27-35). In the case of otaku this relevant information involves finding 
the attractive qualities of characters, and then using those fragments to potentially piece to-
gether new and individualized narratives. While this is potentially useful to my own arguments 
as it also shows how people can interpret more fully formed ideas out of bits and pieces of 
characters and to provide “alternative perspectives” on a given narrative, I have chosen not to 
utilize Azuma’s argument because this dissertation is not about seeing how audiences defy, 
subvert, or transform narratives for their own use. For similar reasons, while Azuma Sonoko 
(unrelated) expands upon the notion of the “database narrative” by showing how those frag-
mented elements can include interpersonal relationships and thus potentially ties in with the 
subject of the “you-me dynamic” (Azuma Sonoko, “Mōsō no kyōdōtai: ‘Yaoi’ komyuniti ni oke-
ru ren’ai kōdo no kinō [The cooperative system of fantasizing: The functions of codes of love in 
the ‘yaoi’ community],” in Shisō chizu [Idea maps], vol. 5, eds. Azuma Hiroki and Kitada Akihiro 
(Tokyo: NHK Shuppan, 2010, 249-254) its focus on fans also would take this dissertation in a 
very different direction.
141. Roberts, “Defining Science Fiction,” in Science Fiction, “Some Formalist Definitions of SF.”
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be prevented from experiencing cognitive estrangement because the story 
would have never successfully connected to their cognition in the first place, 
something which can potentially be provided by character emotion by way of 
the interpretive process which makes it into something “real.” The argument 
that a narrative which focuses on emotions first and foremost brings with it 
an enormous risk of contravening the “scientific thinking” of science fiction 
is therefore questionable. While having a detailed and intricate extrapolation 
of a novum overshadowed by a preponderance of emotion remains a distinct 
possibility, it would be a mistake to think that prominent emotions, at best, 
can only contribute to the extrapolation of the novum with great difficulty. 
This is not a critical judgment of science fiction’s demographics, nor is it an 
argument that science fiction should do more to cater to readers who prefer 
emotional stories and therefore that SF is simply better when it is more emo-
tional. Instead, the main point here is that the portrayal of emotions in a work 
of fiction itself involves a form of thoughtful extrapolation, a process that, in 
turn, can potentially become a part of the science fictional narrative.
The Neon Genesis Evangelion manga,142 like its better-known anime 
counterpart,143 provides a strong example of characters whose “emotion-
ally convincing” characteristics, notably their psychological complexities, 
serve to create a strong sense of their SF environment. The manga portrays 
a post-apocalyptic world where humanity must defend itself from alien-like 
invaders known as “Angels,” but the main characters themselves are so 
overwhelmed by personal trauma that their own emotions weigh on them 
more greatly than the enemy threat. While one might accuse Neon Genesis 
Evangelion (hereafter Evangelion) of being a story where character psychol-
ogy overshadows the science fictional setting, it is the very fact that the main 
characters “ignore” the world they are tasked with protecting which contrib-
utes to Evangelion and its sense of cognitive estrangement. These characters 
are supposed to set their personal feelings aside in service of a greater cause 
142.  Sadamoto Yoshiyuki, Neon Genesis Evangelion, vol. 1–4, 3-in-1 Edition (San Francisco: VIZ 
Media, 2012–2013).
143.  The Neon Genesis Evangelion anime television series and its manga began at around the 
same time, but the anime is generally considered the “default” version, with the manga being 
a concurrent reinterpretation. Additionally, because the manga was serialized for another 
approximately 20 years after the TV series concluded while covering approximately the same 
time frame, it has gone in some substantially different directions.
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but are unable to do so, a tension which generates the idea that people’s 
individual psychologies do not vanish simply because there is something of 
“higher” importance in society. 
While it is possible to maintain that these ideas do not apply directly to sci-
ence fiction, which operates on a particular framework and set of values, the 
resemblance between narrative empathy and the process of cognitive estrange-
ment is substantial. Like science fiction, the ability to think of characters as 
emotionally “real” from minimal qualities requires imagination, interpretation, 
and a connection to the historical present. Though this cannot be considered 
perfectly identical to the interpretive process involved with science fiction, 
this commonality provides a means through which emotions, particularly how 
they can interact with the novum on a cognitive level, can be investigated. The 
tendency when discussing science fiction and traditional character psycholo-
gy-oriented fiction may be to emphasize their differences, but in this case their 
similarities are just as significant. The ability for the broader effects of the novum 
to be “minimized” as part of the exploration of its world as seen in an example 
such as Evangelion shows how the presence of emotion in a work of science fic-
tion is capable of expanding the range of considerations SF can offer, and can 
contribute to the investigation of science fiction as a way to open up additional 
paths for political thought.
3.3. EMOTION AS ALTERNATIVE PERSPECTIVES
If emotions are capable of “resisting” the science fictional world, then there is 
the possibility for emotions to impact how we view the novum by providing 
“alternative perspectives” on the science fictional environment. By acting as 
contextualized viewpoints of specific characters, a narrative can potentially 
deliver its science fictional world without necessarily being preeminently con-
ducive to witnessing it. This “conflict of interest,” in relation to the tendency for 
SF protagonists to be objectively rational in their engagements of science fic-
tional environments and therefore “ideally suited” for expressing the contents of 
that world, presents the option for characters to be in some sense “unreliable” for 
apprehending their environments. This, in turn, can potentially act as a method 
to provide various insights into a given science fictional space, where emotions 
become a means by which to clarify the novum.
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While there is immense variation among objectively rational SF/utopian 
protagonists, there is also a clear historical trend of characters that are espe-
cially suited for expressing the ideas that come from their narratives through 
the overtly rational aspects of their perspectives. In Edward Bellamy’s Looking 
Backward,144 the main character Julian West is initially skeptical of the sub-
stantial changes brought forth by an American society run like a benevolent 
corporation, but that skepticism also sets up his eventual logical realization 
that the United States of the future is vastly superior.145 In Jack London’s The Iron 
Heel,146 the ultra-masculine Ernest Everhard is a man whose intimidating intel-
ligence and passion derive from his unceasingly rational mind and mastery of 
Marxist thought. This renders him as the embodiment of the values central to 
the perfect society known as the “Brotherhood of Man” which would arise in the 
distant future. Case in William Gibson’s Neuromancer147 has a history as a drug 
addict and hacker that heavily influences his viewpoint, but this also provides 
him the “ideal” perspective of his world because his condition and his intimate 
understanding of cyberspace make him appropriate for the particular dystopian 
condition of the novel. Robert Kinnaird in Hal Clement’s Needle148 is a naturally 
inquisitive boy with skills in logical deduction, which quickly become useful in 
his interactions with the alien symbionts. In each example, while the respective 
characters do not entirely resemble each other and even express emotions in 
different ways, their ultimately rational and logical selves are presented as, if not 
the perfect “formal ‘registering apparatuses,’”149 at least well-suited to the task.
This is not a condemnation of the objectively rational character in science 
fiction, as using a character who possesses a relatively neutral perspective on 
their world first and foremost provides an effective and efficient way to convey 
144. Edward Bellamy, Looking Backward (Bedford, MA: Applewood Books, 2009).
145.  The character Julian is actually extremely emotional, but I find that the use and development 
of his emotion in Looking Backward almost exists separate from the main narrative about the 
utopian society itself, which makes it actually more of an example where emotions neither 
contribute to nor hinder the novum.
146. Jack London, The Iron Heel (Chicago: Lawrence Hill Books, 1907).
147.  William Gibson, Neuromancer, Kindle Edition (New York: Penguin Putnam, 2003), accessed 
February 7, 2014, http://www.amazon.com/Neuromancer-William-Gibson-ebook/dp/
B000O76ON6.
148.  Hal Clement, “Needle,” in The Essential Hal Clement Volume 1: Trio for Slide Rule and 
Typewriter (Framingham, MA: The NESFA Press, 1999), 21-204.
149.  Philip E. Wegner, Imaginary Communities: Utopia, the Nation, and the Spatial Histories of 
Modernity (Berkeley: University of California Press, 2002), 13.
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a radically different environment. Nor does a character being “emotional” auto-
matically mean that they are neither objective nor rational. However, objectively 
rational characters clearly serve a specific function based on the idea that uto-
pian and science fiction narratives should give the “best” view possible of their 
settings and their political ideas. The Iron Heel, for instance, reinforces the view 
of Ernest as the rationally objective protagonist merely limited by the period in 
which he lived. Using one of London’s “favorite literary devices, the frame sto-
ry,”150 where a (fictitious) foreword writer named Anthony Meredith lives in the 
utopian age of the Brotherhood of Man and is thus afforded a great degree of hind-
sight, we see through Anthony’s eyes the biases present in Avis’s recollection 
due to her love for Ernest, as well as the limits in Ernest’s own knowledge. Yet, 
the reveal that Ernest was “but one of a large number of heroes who, throughout 
the world, devoted their lives to the Revolution…”151 only serves to strengthen 
Ernest’s view as the best one available for experiencing the world of the narra-
tive, because it shows how Ernest’s way of thinking was an objectively better one 
shared by many. The only perspective that is more ideal is Anthony’s, who func-
tions in a way as a stronger, more enlightened post-Revolution version of Ernest.
The emotional qualities of Avis and the limitations of Ernest are emphasized 
as ways of casting their perspectives as subjective ones, but it would be useful 
to take this a step further and to consider the emotional point of view that resists 
clearer perception of the world. What if, for instance, The Iron Heel focused not on 
Ernest, or Avis and her Julian West-like role in the narrative, or even the represen-
tatives of the “Iron Heel”—the oppressive capitalist forces that control the world 
and stifle the progress of mankind—but the character Bishop Morehouse? In The 
Iron Heel, Morehouse is portrayed as a compassionate and emotional man who is 
unfortunately blind to the “realities” of historical materialism. Over the course 
of the story, Morehouse begins to understand Ernest’s words about the terror 
of the Iron Heel and provides aid and comfort to workers, but because he does 
not properly understand the need for revolution, Morehouse’s attempt at helping 
is ultimately considered misguided. If The Iron Heel were to use Morehouse as 
its primary conduit into this alternative world and not cast him so clearly as a 
lamentable creature who can never learn the “truth,” the result, I argue, would 
be a substantially different perspective on the workings of that world. In this cir-
150. Wegner, Imaginary Communities, 117.
151. London, The Iron Heel, 3-4.
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cumstance, emotion could act as a means by which to approach and understand 
the novum, and the very possibility that this understanding may be “imperfect” 
does not necessarily lead to a “wrong” portrayal of the world but merely a differ-
ent one. The potential to challenge the overwhelming sense of the “objective” 
makeup of the world as espoused by the original novel is where the ability for 
emotion to provide alternative perspectives reveals its significance to science 
fictional explorations of political ideas.
The notion that subjectivity and psychology exist within roughly the same 
space, as I have implied, has been met with some resistance. Fredric Jameson, 
in categorizing the type of science fiction which includes Philip K. Dick, 
Stanislaw Lem, and Le Guin, states that their science fiction is better described 
as emphasizing “subjectivity” rather than “psychology” because psychology is 
“disqualified for its humanist overtones” and for being more of a “pseudo-sci-
ence.”152 However, a mild conflation between psychology and subjectivity is not 
necessarily problematic for science fiction, particularly in light of feminist writer 
Margaret Walker’s idea for an “alternative moral epistemology.” 153 If one sets 
aside the moral aspect of her argument (valid as it may be), Walker provides a 
helpful way for thinking about how “humanist psychology” can cooperate with 
“subjectivity” in science fiction. Writing in response to the tendency for moral 
philosophy to assume that the best solutions come out of rational objectivity at 
the same time that it fails to question where the standards for rationality may 
come from,154 Walker “does not imagine our moral understandings congealed 
into a compact theoretical instrument of impersonal decision for each person, 
but as deployed in shared processes of discovery, expression, interpretation, 
and adjustment between persons.”155 This method relies on a viewing of “par-
ticular persons as a, if not the, morally crucial epistemic mode,”156 using what 
152.  Fredric Jameson, Archaeologies of the Future: The Desire Called Utopia and Other Science 
Fictions (London: Verso, 2005), 92-93.
153.  Margaret Urban Walker, “Moral Understandings: Alternative ‘Epistemology’ for a Feminist 
Ethics,” Hypatia 4, no. 2 (1989): 16, accessed December 1, 2013, http://www.jstor.org/
discover/10.2307/3809803.
154.  Walker is writing in particular about the tendency for women’s political views to be denied 
due to women being seen as too irrational, but I find that this idea is still useful even when not 
strictly limited to its feminist origins.
155. Walker, “Moral Understandings,” 16.
156. Walker, “Moral Understandings,” 16.
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Carol Gilligan describes as a more “contextual and narrative”157 form of think-
ing rather than one that “abstracts the moral problem from the interpersonal 
situation.”158 Walker also points to the significance of storytelling as a part of 
emotional investigation, where narrative relies on “the location of human beings’ 
feelings, psychological states, needs, and understandings as nodes of a story (or 
of the intersection of stories) that has already begun, and will continue beyond 
a given juncture of moral urgency.”159 If this is taken as one of the strengths of 
considering the same circumstance from multiple angles, it can also apply to SF 
narratives that use emotion to provide alternative perspectives and thus a more 
malleable or customizable form of investigation of the science fictional world. 
Emotions can thus be used to question the structure of the worlds both fictional 
and real, evoking Donna Haraway’s idea that “Cyborg imagery can suggest a 
way out of the maze of dualisms in which we have explained our bodies and our 
tools to ourselves. This is a dream not of a common language, but of a powerful 
infidel heteroglossia.”160 The integration of emotion in science fiction can simi-
larly aid in thinking about cognitive estrangement beyond its original meaning.
Within the conception of “emotion as alternative perspectives” there are 
three points that require clarification. First, the idea of emotion as alternative 
perspective is not meant to cast emotion as a magic bullet which automati-
cally rips through the constraints of science fiction, nor is it an assertion that 
emotional science fiction is fundamentally superior. Second, this is also not an 
argument that emotions are inherently resistant to the concept of the “ideal” 
protagonist, as a vast number of stories outside of science fiction presume their 
main characters to be the perfect means to transmit a certain set of values. 
Third, science fiction manga, including the works that will be analyzed in later 
chapters, are not examples of perfectly non-ideal protagonists, because they are 
all in some way given particular “advantageous” viewpoints from which to view 
their world, often by having their identities connect directly to the novum. In 7 
157.  Carol Gilligan, In a Different Voice: Psychological Theory and Women’s Development 
(Cambridge, MA: Harvard University Press, 1982), 19.
158. Gilligan, In a Different Voice, 32.
159. Walker, “Moral Understandings,” 18.
160.  Donna Haraway, “A Cyborg Manifesto: Science, Technology, and Socialist-Feminism in 
the Late Twentieth Century” in Simians, Cyborgs and Women: The Reinvention of Nature 
(New York: Routledge, 1991), accessed November 20, 2013, http://www.egs.edu/faculty/
donna-haraway/articles/donna-haraway-a-cyborg-manifesto.
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Billion Needles, the character Hikaru experiences the novum firsthand by being 
one of the first humans to merge symbiotically with an alien species.161 Zettai 
Karen Children162 features characters who are among the strongest psychics in 
the world and thus more keenly experience the social tensions between psy-
chics and normal humans. Coppelion163 presents its central characters as clones 
created in response to the nuclear disaster in Tokyo at the center of the man-
ga’s premise. Rather than providing viewpoints and contexts based entirely in 
their emotions, these science fiction manga use their characters to emphasize a 
more emotional sense of perspective in conjunction with a conventionally ratio-
nal one. This can be seen as reflecting Valentin Volosinov’s thoughts on truth as 
described by Wegner: instead of assuming either fact or individual subjectivism 
as the ultimate truth, a “dialectical synthesis” between these two approaches is 
preferable.164 
By considering its own characters as beings with emotional positions spe-
cific to their individual circumstances and backgrounds, a work of science fiction 
can intentionally operate from the subjective biases of those characters as a way 
to expand the portrayal of the science fictional world. This can be seen in how 
the Evangelion manga portrays specific emotional traumas for each of its char-
acters and then shows how their unique sets of values conflict with their world 
in different ways. Sōryū Asuka Langley, a character touted as a genius, tries to 
find her self-worth by proving her talent for defeating the monstrous “Angels,” 
for instance, while protagonist Ikari Shinji fights in order to avoid having to look 
for a purpose in the first place, a difference in psychology which creates a more 
varied view of the pressure placed upon them by their environment. In fact, if 
one takes into account the many different versions of the primary Evangelion 
narrative,165 subtle differences in characters’ psychological makeups influence 
161. Tadano Nobuaki, 7 Billion Needles, vol. 1. (New York: Vertical, Inc., 2010), 12-30.
162. Shīna Takashi, Zettai Karen Children, vol. 1-15 (Tokyo: Shogakukan, 2005-2008).
163. Inoue Tomonori, Coppelion, vol. 1-20 (Tokyo: Kodansha, 2008-2013).
164. Wegner, Imaginary Communities, 4.
165.  The primary Evangelion narrative—which exists in roughly similar forms in the anime television 
series, the manga by Sadamoto Yoshiyuki, and the Rebuild of Evangelion films—focuses on 
the core characters of Ikari Shinji, Sōryū Asuka Langley, and Ayanami Rei and the gradual 
elimination of the threat of the Angels using massive bio-mechanical robots known as “EVAs.” 
It is strongly characterized by the sense of tension between these characters and the world 
around them, which the various secondary properties including games and other manga tend 
to minimize.
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the image of what should be the “same” world. Compared to the Shinji from the 
television anime (the “original” Shinji) and his passive personality,166 the manga 
Shinji described thus far is a little more defiant, while the Shinji of the Rebuild of 
Evangelion167 film series is less paralyzed by fear, which shifts the understand-
ing of the cruelty of Shinji’s environment in different directions.168 
Additionally, as will be seen in later chapters, the emphasis on characters’ 
subjective perspectives is what allows Zettai Karen Children (Chapter 6) and 
Coppelion (Chapter 7) to convey their science fictional worlds in specific ways 
related to emotion. This is especially the case for 7 Billion Needles (Chapter 5), 
which replaces the ideally “rational” view of the protagonist Robert in Needle 
with that of the much more emotional Hikaru. If characters can simultaneously 
be Ernest, Avis, and Bishop Morehouse, whether there is a focus on a lone char-
acter or on a large variety, the expression of subjective experience becomes a 
way for the ideas that come out of a work of science fiction to be both complex 
and multi-layered in their conveyance of the presence of relative truths within 
the worlds portrayed. A variety of emotional perspectives allow for the same 
novum to be interpreted in multiple ways.
3.4. EMOTION AS “POTENTIAL LOGIC”: THE EMOTIONAL NOVUM
In addition to emotions providing alternative perspectives within SF, I also 
argue that emotion can become an integral part of the science fictional aspect 
beyond the simple idea that the novum in some way directly involves emotion. 
166.  Neon Genesis Evangelion, Platinum Complete, directed by Anno Hideaki (1995-96; ADV Films, 
2005), DVD.
167.  Evangelion: 1.11: You Are (Not) Alone, directed by Anno Hideaki (2009; Funimation 
Entertainment, 2010), DVD. Evangelion: 2.22: You Can (Not) Advance, directed by Anno 
Hideaki (2010; Funimation Entertainment, 2011), DVD.
168.  More specifically, these small differences in Shinji result in an environment where people are 
unable to make meaningful connections with each other in the television series, one where 
close connections are pulled apart by the condition of the world itself in the manga, and one 
where the characters actively fight to keep themselves connected in the Rebuild of Evangelion 
films. For additional information, including how the mediums themselves influence these 
differences, see: Carl Li, Nakamura Mari, and Martin Roth, “Japanese Science Fiction in 
Converging Media: Alienation and Neon Genesis Evangelion,” Asiascape Occasional Papers 
no. 6 (2013), accessed November 10, 2013, http://asiascape.org/resources/publications/asias-
cape-ops6.pdf.
dissertation_text.indd   57 4/28/15   9:14 AM
58 •  CARL K. LI
To a certain degree, this is well within the capability of more “rationally” focused 
conceptions of science fiction, as a portrayal of a society that actively rejects 
emotion, for example, makes the significance of emotion to the SF environment 
(as well as the possibility of cognitive estrangement through it) clear and obvi-
ous. However, I extend this thought process further and present the idea that 
emotion itself can become a novum. In particular, emotions can act as forms of 
“potential logic,” capable of contributing to cognitive estrangement when they 
are viewed as ideas in the process of becoming logical, neither lacking reason 
nor standing opposite to it, and thus something that can exist in the very science 
fictionality of a narrative. 
In his description of the anime Nadia: The Secret of Blue Water, Thomas 
Lamarre writes about how its characters, through the visual techniques used 
in its production, “are never fully on the side of reason or unreason,” and whose 
“actions and emotions constitute potential depths and affective fields.”169 
Though Nadia is arguably less science fiction and more science fantasy due to 
the prevalence of magic, it is certainly not the case that the idea of characters 
who possess both reason and unreason simultaneously are limited by fantasy 
or other non-SF forms of fiction. Rather, this concept can translate into science 
fiction by having depictions of emotion that, if not emphasizing both qualities 
outright, leaves space for interpretation of emotions as leading to some form of 
logical connection to the worlds they occupy, even as those expressions con-
tinue to be overtly emotional.
Writing about Vonda McIntyre’s The Exile Waiting, Jameson posits the fol-
lowing idea: “If indeed the psychological attitudes and interpretations … are 
rather something like the raw material on which the form of SF narrative works, 
then we must add that it transforms them, by way of its own unique production 
process, into something else: something which in the case of Exile, has a different 
kind of aesthetic value than would be observable even in the best ‘psychologi-
cal’ art.”170 Taking the idea of the character that is simultaneously reason and 
unreason and processing it through the SF narrative, it becomes possible for 
character emotions to act as the precursor to science fictional development in 
a narrative. This positions emotions within the SF narrative as an element of 
169.  Thomas Lamarre, “Inner Natures,” in The Anime Machine: A Media Theory of Animation 
(Minneapolis: University of Minnesota Press, 2009).
170. Jameson, Archaeologies of the Future, 299.
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possibility that can then be realized over the course of the story, and is the first 
of two functions for emotion as potential logic: “emotion as eventually realized 
logic.” If, rather than being perceived as something opposite to logic and reason, 
the conveyance of emotion can be seen as a form of thought derived from a logic 
which has yet to be clearly defined, then it would have a clear purpose in science 
fiction, a narrative genre which emphasizes on-going processes.
Examples of emotions as “eventually realized logic” can be found in 7 
Billion Needles, Zettai Karen Children, and Coppelion, all of which feature one or 
more characters whose resultant emotions are able to exert influence on their 
worlds as part of a greater scientific process. In 7 Billion Needles, for exam-
ple, the protagonist Hikaru interacts with the novum primarily through her 
emotions. This affects Horizon, the alien living inside of her, and over time 
it becomes able to interpret her passionate outbursts into something that 
another alien, the purely rational Moderator, can understand, thus imply-
ing that there is a logic at work in Hikaru’s emotions. These expressions of 
emotion indicate an undefined logic working within them while also partici-
pating in the logical steps that drive the world of the narrative. Furthermore, 
they provide examples for how “emotion as potential logic” is not limited to a 
unidirectional relationship where emotion feeds into the science fictionality 
of the narrative. Instead of being exclusively the “raw material” which leads 
to science fictionality as per Jameson, emotion can also be the end product, 
reshaped and refined by the parameters of the SF environment, or even some-
thing in between. Here, emotion as “potential logic that is eventually realized” 
can participate in the elaboration of the novum to its fullest extent as both raw 
and refined product, and then feed back into the narrative as an influential 
force itself. As will become evident in subsequent chapters, the relationship 
established by emotion and the novum becomes increasingly complex and 
intricate as the direction of influence continually shifts.
While it would be tempting to argue that emotion as potential logic can only 
contribute to science fiction once it gains a more apparent structure, this fails to 
take into account the very science fictionality that comes from something being 
“only” a possibility. In order to elaborate on this point, I begin by analyzing the 
following quote by Suvin in reference to cyberpunk:
‘Adolescent’ does not necessarily mean invalid; 
indeed, it means very probably at least partially valid; 
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but it also, finally, means untenable à la longue [in the 
long run].171
Although Suvin is not writing about emotion here, it is worth considering 
his use of the word “adolescent” and how it ties to the idea of emotion in sci-
ence fiction. The most obvious connection would be with the assumed image of 
adolescence as a period in life where children are most ruled by their emotions, 
the criticism of which is at the center of Mendlesohn’s views on “you-me”172 
narratives in young adult SF.173 However, the more significant aspect of Suvin’s 
remark is the conception of adolescence as a bearer of great potential. Emotion 
with respect to logic can be viewed in a similar manner, as possessing enormous 
potential to become a more visibly structured thought process. At the same time, 
another implication of Suvin’s words is that the primary flaw of adolescence is 
the possibility that its potential remains unfulfilled.
If potential is seen mainly as something which can succeed or fail, then it is 
easy to argue that, even if emotions can be considered potential logic, a portrayal 
of emotions which does not clearly connect to the novum cannot sufficiently 
contribute to a sense of science fictionality. This way of thinking is present in 
Mendlesohn’s concern over the seeming inability for readers of young adult sci-
ence fiction to “convert” over to adult science fiction (which is presented as being 
less about emotional development and more about “science”) in large numbers, 
where the issue lies not with how adult SF may not be doing enough, but in the 
tendency for young adult SF to over-emphasize emotions at the expense of 
informational density and thus distance itself from “proper” adult works.174 In 
contrast to the idea that emotion as potential logic can only contribute to cog-
nitive estrangement and the speculation of political alternatives if it fulfills its 
“potential,” however, I would here argue that emotions which remain in a state 
171.  Darko Suvin, “On Gibson and Cyberpunk SF,” in Storming the Reality Studio: A Casebook 
of Cyberpunk and Postmodern Fiction, edited by Larry McCaffery (Durham: Duke University 
Press, 1991), 365.
172. Mendlesohn, The Inter-Galactic Playground, 15.
173.  This is not to actually assume that adolescence equates entirely with the idea of “highly emotion-
al teenagers,” nor do I disagree with Mendlesohn that this assumption should be challenged. 
Rather, my use of the terms emotional and adolescent here is in response to skepticism towards 
character emotions (especially in the form of highly emotional adolescents) as being unable to 
fulfill the goal of cognitive estrangement.
174. Mendlesohn, The Inter-Galactic Playground, 52.
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of “adolescence” within SF can still be conducive to science fiction in two sig-
nificant ways, particularly when thinking about the structural flexibilities of 
utopian and science fictions. 
The first way in which emotion as “purely potential logic” can contribute 
to cognitive estrangement and thus the conveyance of political alternatives 
is when it emphasizes the very concept of “ideas in progress.” In reference to 
Ernest Bloch’s idea of societies and cultures as perpetually unfinished products, 
Wegner writes, “Of course, this project [utopia] too will only ever be partially 
successful, for the Archimedean point of any such a critical totalization similarly 
will be located in the always deferred, the ‘not-yet-become’ unity of the utopian 
future.”175 In other words, one of the strengths of utopian fiction and SF is that the 
world of the narrative does not have to be viewed with a beginning, middle, and 
end, an idea to which Jameson also points:
. . . [I]n order for narrative to project some sense of 
totality of experience in space and time, it must surely 
know some closure (a narrative must have an ending, 
even if it is ingeniously organized around the struc-
tural repression of endings as such). At the same time, 
however, closure or the narrative ending is the mark of 
that boundary or limit beyond which thought cannot 
go. The merit of SF is to dramatize this contradiction 
on the level of plot itself, since the vision of future his-
tory cannot know any punctual ending of this kind, at 
the same time that its novelistic expression demands 
some such ending.176
Through a similar process, emotions can be viewed as “science fictional” 
when they emphasize the sense of possibility and thus act as the very idea of 
a perpetual process. This also allows “emotion as potential logic” to connect 
with “emotion as alternative perspective” by providing a way of scrutinizing the 
historical orientation of science fiction and cognitive estrangement. Walker’s 
own interpretation of the word “narrative” in her alternative epistemology sep-
175. Wegner, Imaginary Communities, 19.
176. Jameson, Archaeologies of the Future, 283.
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arates emotional expression from emotional satisfaction and the absolute need 
for dénouement, casting it as an on-going process, both a story being told and 
a story yet to be told, an idea that can be used to explore that contradiction 
between the open-endedness of SF and the closure expected of character psy-
chology-based narratives.
The second way in which emotion as “purely potential logic” can add to the 
science fictional investigation of political ideas is through its similarities to the 
gap between the known and unknown that exists at the core of science fiction. 
Addressing the difficulty of determining at what point the contemporary world 
becomes the one found in the utopian narrative, Jameson points to the “the 
secession of Utopian imagination from everyday empirical Being,” which “takes 
the form of temporal emergence and a historical transition,” and how “the break 
that simultaneously secures the radical difference of the new Utopian society 
makes [that transition] impossible to imagine.”177 The “limit” of utopias is that 
there inevitably comes a point at which some of the vital differences which cause 
that alternative world to differ from the current world are not elaborated, and 
even science fiction, with the novum at its center and cognitive estrangement 
as its goal, is also restricted by the inability for every logical process to be fully 
elaborated.
However, the logic of SF is generally not thought of as vanishing simply 
because some elements go unexplained, and the ability to reinforce logic by 
the assumption that a plausible process exists can be considered one of the 
strengths of utopian and science fictions. The fact that there is, within the pro-
cess of cognitive estrangement, a gap of variable size between the contemporary 
world and the one portrayed in the SF narrative in terms of how one transforms 
into the other, becomes an opportunity for readers to involve themselves in a 
greater level of interpretation. Furthermore, this gap also acts as a space of sci-
ence fictional potential, in other words a novum. Given this, it should also be 
possible to view emotion as “purely potential logic” as capable of contributing to 
SF in a similar manner. The same process which allows people to imagine char-
acters as possessing “real” emotions without the need for full elaboration on 
their psychologies, when placed in a science fictional environment, can encour-
age a similar level of questioning and cognitive investigation of emotion, and by 
extension an opportunity for cognitive estrangement.
177. Jameson, Archaeologies of the Future, 85-86.
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This ability for emotion to act as a novum, whether in the form of both 
“purely potential logic” or “potential logic that is eventually realized,” can be 
seen in Evangelion and how the initial relationships between the characters and 
their environment generate different conceptions of their world as the narrative 
progresses. The character Ayanami Rei at first appears to be emotionless and 
almost robotic in her focus on the greater cause of fighting the Angels. Along 
with Shinji’s own reactions to Rei, which involve him feeling unsure of how to 
communicate with her, the manga presents Rei as a human being created to 
perform according to the essential need of her world. Over the course of the nar-
rative, however, Rei begins to exhibit emotion. While this initially appears to be 
the result of her increasing interactions with Shinji, it is shown that she in fact 
possessed emotions all along, that her “doll-like” personality is derived from 
her inability to both understand and express her own feelings, and that Shinji 
helps her to realize this. Evangelion alters the impression its setting provides by 
revealing the structure underneath Rei’s supposed lack of emotions, from one 
which is capable of creating an emotionless being whose purpose is defined for 
her, to one which is also able to stunt the emotional growth of its “heroes.”
However, Rei and her emotions also present a strange and complex entity 
made all the more cognitively estranging by the fact that the origins and con-
sequences of those emotions are clearly derived from the environment around 
her.178 This demonstrates the possibility for a work of science fiction to utilize 
emotion in order to explore both paradoxes of science fiction, the process that 
can never be fully detailed, and the goal that is ever-moving. The characters’ 
emotions (besides being a way of interpreting their world) act upon the world 
itself, the “potential” of their emotions transforming into one of the many sci-
ence fictional aspects of a given environment. This can help readers to try and 
understand the cause and effects of the characters’ emotions as nova, despite 
the characters themselves being unable to fully confront the subject them-
selves, which then positions emotion as a potential logic that can contribute to a 
sense of cognitive and rational processes in an SF narrative. 
178.  Azuma Hiroki describes Neon Genesis Evangelion (specifically the TV series but this can 
apply to the manga as well) as a work where its fans largely ignored its science fictional world 
in favor of its characters and their attractive characteristics, especially when it comes to Rei 
(Azuma Hiroki, Otaku: Japan’s Database Animals, trans. Jonathan E. Abel and Shion Kono 
(Minneapolis: University of Minnesota Press, 2009), 36-38, 51-52.). However, my description 
of Rei shows how her surface qualities nevertheless carry the potential to be explored and to 
connect to the science fictional setting.
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3.5. CONCLUSION: FROM FUNCTION TO EXPRESSION
Whether regarded as a positive consequence or a negative one, the overall field 
of science fiction is often viewed as having grown well beyond Suvin’s concept 
of novum and its desired outcome of cognitive estrangement. However, this 
view of science fiction relies on the notion that cognitive estrangement has 
remained in relative stasis as SF itself has changed. In contrast, I present an 
alternative means of looking at cognitive estrangement where it has adapted 
to the widening of the area called science fiction by both growing from within 
(expanding science fiction to include not only the material sciences but the 
social and affective sciences as well) and by absorbing “literary” qualities 
such as emphasis on character emotion. Together with the fact that the act 
of comprehending the psychology of a character can require an interpretive 
process similar to that of science fiction and the novum, emotion is positioned 
not opposite the cognition in cognitive estrangement but rather as something 
that can directly contribute to it. 
Instead of viewing the “ambiguity” of emotion as evidence of it being poorly 
suited for the pursuit of political alternatives, emotion can encourage a sense 
of science fictionality and a path towards cognitive estrangement even when it 
might appear to do otherwise. Emotion can act as a lens through which to view 
a novum, providing alternative perspectives on a given SF environment that 
allows it to challenge the tendency towards rational objectivity common in sci-
ence fiction. Emotion can also become a novum, where its function as a kind 
of potential logic renders it not only as an aspect to explore but also a way of 
looking at the very significance of “possibility” which exists at the core of sci-
ence fiction. Together, these uses of emotion can elaborate in greater depth the 
worlds and political ideas conveyed in science fiction, as well as the characteris-
tically “unfinished” state of science fiction itself. 
This results in two major categories through which I will analyze the use 
of emotion in science fiction manga and explore the potential for “cognitive 
estrangement” to involve emotion in terms of both cognition and estrangement. 
The first is the effects of the science fictional world on emotions, which ties into the 
use of emotion as alternative perspectives. This category concentrates on how 
cognitive estrangement might be achieved through emotion when the drastic 
difference in the world or environment produces thoughts and actions that are 
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born out of psychological elements. “What reactions do characters have to the 
novum over the course of the narrative? What happens to a character’s emo-
tional state in the presence of the novum both short-term and long-term?” The 
second category is the opposite of the first, the effects of emotions on the science 
fictional world, whereby emotion is utilized as a novum. Viewing science fiction 
manga with respect to this idea is mainly about investigating the potential role 
of emotion as a foundational part of a science fictional narrative. “How might the 
emotions of characters impact the on-going processes of their world? How is the 
SF environment created through the expression of emotion?”
Providing that both directions exist in a work of science fiction, the two 
categories cannot automatically be assumed equal in amount, influence, or 
intensity, given the wide range of narrative and imaginative possibilities for sto-
ries regarded as science fiction. In addition, even assuming that the two are both 
present and mostly equal, it would be a mistake to regard their relationship as 
one of unidirectional cause and effect. Instead, it is necessary to take into con-
sideration complex interactions between the two where the roles of cause and 
effect switch between the novum and emotion, possibly bleeding together to the 
point where it is impossible to fully distinguish the cause and the effect at any 
given moment.
Whether emotion is the novum or is merely the lens through which to view 
it, the visions of alternate worlds derived from would-be feasible mechanics can 
be informed and enhanced by its presence. The expression of emotion carries 
the potential to address and lay bare the supposed reliance on rigid structure in 
science fiction and expand on science fiction’s ability to stretch the limits of cog-
nitive perception, a process which can not only inform the political ideas found 
in SF but also approach these ideas in unique ways. What remains, then, is to 
see exactly how these emotions are conveyed in the first place, which in the case 
of this dissertation is in the form of science fiction manga. This will be the main 
focus of the next chapter, which explores the visual language of expression in 
manga and its influence on the portrayal of emotion.
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MANGA
This chapter arrives at a method for studying emotions in science fiction manga, 
working from the idea that a successful analysis of SF manga requires a thorough 
understanding of how manga conveys information as a visual form of narrative. 
Finding the right methodological tools for studying manga, however, requires 
navigating various visual theories, some of which are limited in their concep-
tions of how manga expresses information, emotional or otherwise. This chapter 
thus focuses on two important factors in order to arrive at a robust understand-
ing of the visual portrayal of emotions in science fiction manga. First, it takes 
into account the importance of viewing manga in terms of page composition and 
panel layout. Second, it shows how these properties translate to the depiction of 
emotion. This provides a framework for studying how expressions of emotion 
can be scrutinized in relation to the science fictional narratives in which they 
exist, and thus makes it possible to see how emotions in SF manga can contrib-
ute to cognitive estrangement. This application of visual expression to emotion 
and then to science fiction is what separates this study of manga from the almost 
exclusively formalist explorations of Natsume Fusanosuke179 and Itō Gō,180 the 
industry studies of Frederik L. Schodt,181 Sharon Kinsella,182 and Jennifer S. 
Prough,183 the sociological work of scholars such as Frenchy Lunning184 and 
179.  Natsume Fusanosuke, “Where Has Tezuka Gone?,” in Tezuka: The Marvel of Manga, ed. Philip 
Trophy (Melbourne: Council of Trustees of the National Gallery of Victoria, 2006), 31-37.
180.  See for example Itō Gō, Tezuka is Dead: Postmodernist and Modernist Approaches to 
Japanese Manga (Tokyo: NTT Shuppan, 2005).
181.  See for example: Frederik L. Schodt, Manga! Manga! The World of Japanese Comics, New 
Preface Edition (Tokyo: Kodansha International, 1997).
182. See for example: Sharon Kinsella, Adult Manga (Richmond, Surrey: Curzon Press, 2000).
183.  See for example: Jennifer S. Prough, Straight from the Heart: Gender, Intimacy, and the 
Cultural Production of Shōjo Manga (Honolulu: University of Hawai’i Press, 2011.
184.  See for example: Frenchy Lunning, “Under the Ruffles: Shōjo and the Morphology of Power,” 
Mechademia 6 (2011), Kindle Edition, accessed February 1, 2012, http://www.amazon.com/
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Saitō Tamaki,185 as well as purely “narrative” analyses that ignore the use of 
images in manga.
It is important to note that the meaning of “manga” varies tremendously 
depending on context. Manga is at once a cultural artifact, a “soft” export, a sys-
tem of production, a collection of aesthetic elements, a national identity, a type 
of comics, a form of artistic expression, and even in some sense a way of thought 
derived from the types of narratives created in manga, among many other possi-
bilities. Out of this plethora of potential definitions, I take manga primarily to be 
a form of “Japanese comics” (and comics a form of art) while well aware of the fact 
that the term is to some degree inherently inaccurate. As Morita Naoko writes, 
“The choice to use ‘comics’ as a generic term is a temporary measure, reflect-
ing the status of English as an international language rather than the consensus 
of scholars…. Terms for comics in each language have their own meanings and 
modes of use within society.”186 This issue is largely unaddressed in this disser-
tation, but is nevertheless still acknowledged, with the caveat that my usage 
of the term “comic” to describe manga is not meant to subordinate manga to 
American or English-language comics but to attribute it as one of many various 
forms of sequential, panel-based art.
In terms of the visual expression of emotion, the clearest places to observe 
emotion would be the physical expressions of characters, followed by the use 
of abstract backgrounds to represent the internal world of characters, both of 
which are common techniques in manga. However, to begin with physical 
expression is to risk focusing too prematurely on that aspect and to undervalue 
or ignore the fact that many more elements contribute to the expression of emo-
tion than simply a character making a “happy” or “sad” face. Similarly, while 
abstract backgrounds do not quite have this problem, the exploration of this 
topic would also benefit from a greater understanding of the visual qualities of 
manga in general. For these reasons, I address the subjects of physical expres-
Mechademia-6-Enhanced-Frenchy-Lunning/dp/0816677344.
185.  See for example: Saitō Tamaki, Beautiful Fighting Girl, trans. J. Keith Vincent and Dawn 
Lawson (Minneapolis: University of Minnesota Press, 2011).
186.  Morita Naoko, “Culture Recognition of Comics and Comic Studies: Comments on Thierry 
Groensteen’s Keynote Lecture,” in Comics Worlds and the World of Comics: Towards 
Scholarship on a Global Scale, ed. Jaqueline Berndt, Global Manga Studies, (Kyoto: 
International Manga Research Center, Kyoto Seika University, 2010), 28-29, accessed 
February 24, 2014, http://imrc.jp/2010/09/26/20100924Comics%20Worlds%20and%20
the%20World%20of%20Comics.pdf.
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sion and abstract backgrounds as means of portraying emotion much later in 
the chapter, after having established sufficient context.
4.1. THE PROBLEMS WITH COMICS ESSENTIALISM AND “MANGA AS 
CINEMA”
The question that hangs over almost any visual study of manga is how to 
describe manga in the first place, not so much because it needs to be answered, 
but because attempts to do so tend to be laden with specific values and attempts 
to establish the legitimacy of manga. Dogged by a bias that regards it as an 
easily absorbed combination of words and pictures with narrow purpose and 
merit, supporters of manga as well as comics in general both inside and out-
side of academics have produced a variety of arguments against such wholesale 
dismissal. When Frederik L. Schodt introduces the word “manga” to unfamiliar 
readers in 1983’s Manga! Manga! The World of Japanese Comics, he begins with 
the sheer economics of the industry (manga at the time made up 27% of all print-
ing in Japan)187 and later compares it to art from Japan’s history, specifically the 
Chōjūgiga [Animal scrolls].188 Through the close connection between anime and 
manga, Susan Napier asks by extension whether manga is worth studying as 
an art form, drawing connections between anime, manga, and older, more cel-
ebrated forms of Japanese art such as ukiyo-e.189 This tendency to give manga 
scholarly legs persists,190 as even more recent works begin with similar appeals 
to culture.191
187. Schodt, Manga! Manga!, 12-13.
188. Schodt, Manga! Manga!, 28.
189.  Susan Napier, Anime from Akira to Howl’s Moving Castle (New York: Palgrave Macmillan, 
2005), 4-5.
190.  Of course, underscoring this issue is the fact that in the past “manga” was not as ubiquitous 
a concept as it is today. Schodt once spoke of how his editor advised against naming his 
first book Manga! Manga! for the fear that it would be confused with the periodic element 
“manganese” or mangia, the Italian word for “to eat” (Frederik L. Schodt, “Third International 
Manga Award 2009,” JAI2, December 4, 2009, accessed May 1, 2012, http://www.jai2.
com/3rd%20International%20Manga%20Award.html). The introduction of manga through 
convenient example or metaphor, while inevitably inaccurate to a certain degree, is therefore 
understandable.
191.  See for example: Toni Johnson-Woods, Introduction to Manga: An Anthology of Global and 
Cultural Perspectives (New York: The Continuum International Publishing Group, 2010), 1-13.
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This behavior has not been exclusive to English-language scholarship of 
manga, either, as Japanese writers have also contended with the question of 
manga’s legitimacy. As Kure Tomofusa points out, manga in Japan has often 
been seen as something which should be enjoyed only sparingly, a snack to 
accompany the more vital aspect of a child’s upbringing that is education.192 At 
worst, manga has been considered intellectually or morally damaging, whether 
in the past (in regards to social outcry over manga in the 1950s-1960s193) or in the 
present (as seen in the passing of the “Tokyo Metropolitan Ordinance Regarding 
the Healthy Development of Youth in Tokyo” in 2011194). In response, writers such 
as Ishiko Junzō and Kajii Jun historically worked to bring legitimacy to manga 
through areas such as art and film criticism.195
Out of the seeming need to define manga in terms of its “outstanding” quali-
ties, two theories to explain manga as a visual art form are especially prominent. 
The first, more rooted in the study of comics in general, places enormous empha-
sis on there being something absolutely “unique” to the comics form, most often 
working from the idea that either the “panel” or the combination of text and 
image is the defining attribute of comics. The second, exhibiting a desire to have 
manga treated as seriously as other forms of media, argues that the primary 
visual trait of manga is its mimicry of cinematic techniques, which then ties into 
the idea that panels in manga are equivalent to “shots” in film. Therefore, before 
elaborating on my methodology for studying visual expression in manga in gen-
eral, let alone in terms of emotions, it is necessary to show why these two ideas, 
while important, do not adequately cover the visual language of manga.
In Understanding Comics: The Invisible Art, Scott McCloud remarks that 
comics have been unfairly defined as “crude, poorly-drawn, semiliterate, cheap, 
192.  Kure Tomofusa, Gendai manga no zentaizō [Overview of modern manga], (Tokyo: Futaba 
Bunshō, 1997), 19.
193.  Maruyama Akira, interview by Marc Bernabé, Akira Maruyama on “Harmful Manga,” YouTube 
video, 5:07, posted September 14, 2010, accessed April 26, 2014, http://www.youtube.com/
watch?v=T0xQSlsX9Y4.
194.  A law that has put manga meant for minors in Japan under greater scrutiny in terms of 
representations of sex and relationships that have been deemed “immoral.” See: “Tokyo 
Deems Incestuous Manga as First ‘Unwholesome’ for Minors,” The Asahi Shimbun, May 13, 
2014, accessed March 16, 2015. http://ajw.asahi.com/article/behind_news/social_affairs/
AJ201405130049.
195. Kure, Gendai manga no zentaizō, 24-25.
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disposable kiddie fare.”196 Working to convince a more general audience of the 
value of comics, McCloud focuses on how words and images in a panel-based 
format allow comics to be distinguished from both pure prose and pure imag-
ery. Similarly, David Carrier in his book The Aesthetics of Comics writes, “To 
reduce the comic to mere words—or, conversely, to treat it as merely a sequence 
of images—leaves aside what defines this art form, the integration of words with 
picture,”197 and that, “Almost unknown before being exploited by comics art-
ists, the speech balloon defines comics as neither a purely verbal nor a strictly 
visual art form, but as something radically new.”198 Along this line of thinking, 
it is also somewhat telling that one academic journal dedicated to the study of 
comics is titled ImageTexT even if one were to assume that this title was chosen 
simply to be catchy and memorable.199 The basic idea found in the “image-text” 
concept, that comics are a highly developed form of artistic expression, is cor-
rect to a certain degree. However, one major problem is that this approach tends 
to assume a skeptical audience that is not yet aware of comics’ potential and 
therefore can only be convinced by making essentialist arguments, a common 
tactic for defending new or maligned art forms. However, for those who do not 
consider comics to be a lesser medium or one exclusive to children,200 this sort 
of exaggerated position, with its picturesque story of the “harmony of image and 
text” (or some other essential property) in comics is unnecessary. Somewhat like 
an overly strict usage of “cognitive estrangement” when it comes to science fic-
tion,201 comics essentialism pushes the idea that uniqueness means validity for 
comics as if a form of expression can only find true value from some core inimi-
table element.
Instead, in approaching comics from a non-essentialist perspective while 
also arguing for SF manga’s ability as a form of mass culture to express (science 
fictional/political) change, I look to comics scholar Thierry Groensteen, who pro-
196. Scott McCloud, Understanding Comics: The Invisible Art (New York: Paradox Press, 1993), 3.
197.  David Carrier, The Aesthetics of Comics (University Park, PA: The Pennsylvania State 
University Press, 2000), 38.
198. Carrier, The Aesthetics of Comics, 4.
199.  It is important to note, however, that this title does not necessarily speak for the actual content 
of the articles in this journal.
200.  Though that is not to say that comics for children, even purely educational ones, cannot be 
highly developed or sophisticated in their approaches and presentation.
201. See Chapter 2.1. 
dissertation_text.indd   70 4/28/15   9:14 AM
VISUAL EXPRESSION IN SCIENCE FICTION MANGA  • 71
vides both a strong argument against comics essentialism and a generally useful 
starting point for conceptualizing how comics work. Groensteen writes that any 
comic “only actualizes certain potentialities of the medium, to the detriment of 
others that are reduced or excluded,” 202 and “what makes comics a language 
that cannot be confused with any other is, on the one hand, the simultaneous 
mobilization of the entirety of codes (visual and discursive) that constitute it, 
and, at the same time, the fact that none of these codes probably belongs purely 
to it, consequently specifying themselves when they apply to particular ‘sub-
jects of expression,’ which is the drawing.”203 In other words, what makes comics 
“unique” is not that there are specific elements exclusive to comics that must 
be prioritized and emphasized in order to surpass other forms of expression, 
but that various non-unique elements can work together to different degrees to 
affect how comics depict and represent things in particular ways. Comics are 
therefore better seen as a form of art that thrives on compromise. In this respect, 
although the idea that “comics = image + text” is itself a compromise in a certain 
sense, its supposed position as the lynchpin of comics further reveals itself to be 
problematic, or at least inadequate on its own for explaining comics, let alone 
manga. While it is certainly true that comics often use image and text together, 
there is a difference between showing that a relationship between image and 
text exists and arguing that it is the absolute basis of the comics form. 
This misconception of the image-text relationship as two partners resonat-
ing to create “the comic” can be further broken down into two smaller related 
ideas, each of which have their own shortcomings: the necessity of a mutual 
existence between image and text, and that the two components are equal. In 
regards to the first idea, the most obvious counterargument is that comics (and 
manga) need not utilize text in any significant capacity at all.204 Even if one were 
to argue that the text-less comic is more of an exception that proves the rule, a 
more fundamental problem is that the emphasis on image-text ends up mini-
mizing the importance of other relationships within the comics form, such as 
the connection between panels, or how a depicted character is positioned rela-
tive to the entire page.
202.  Thierry Groensteen, The System of Comics, trans. Bart Beaty and Nick Nguyen (Jackson, MS: 
University Press of Mississippi, 2007), 12.
203. Groensteen, The System of Comics, 7.
204.  For a demonstration of this, see: Kio Shimoku, Genshiken: The Society for the Study of 
Modern Visual Culture, vol. 9 (Tokyo: Kodansha, 2006), 119-142.
dissertation_text.indd   71 4/28/15   9:14 AM
72 •  CARL K. LI
As for the second idea—the “equality” of image and text where the two ele-
ments purportedly resonate with each other in perfect harmony—the issue is not 
only that this relationship can vary tremendously, but also that in general cases 
the image is more important than the text. This is especially because the “text,” 
typically in the form of word balloons, can be viewed as images themselves, 
becoming a part of what Groensteen refers to as “rhythmic function,” or a way 
of controlling the pace of how a comic is viewed.205 In describing the word bal-
loon, Carrier correctly states that “Words in balloons are not elements within the 
picture; but neither are balloon words outside the picture…. The balloon words 
are both inside and outside the picture in the sense that thoughts, said to be 
‘inside one’s head,’ do not have any position in space.”206 In support of this view, 
Groensteen also states that the text of the word balloon, unlike the image, “frees 
itself from [the illusion of three-dimensionality], respecting and confirming the 
bi-dimensional materiality of the writing surface.”207 However, while the word 
balloon is an accepted symbol of comics, whereby simply showing a word bal-
loon outside of the context of an actual comic can communicate the concept of 
“comics” in multiple cultures (including Japan), there is a substantial difference 
between acknowledging its existence and arguing that word balloons legiti-
mize comics. By focusing excessively on the word balloon, there is a failure to 
recognize that the way word balloons act as flat objects seemingly separate from 
the (assumed) three-dimensional space of the panel is not exclusive to the word 
balloon or its text. This flattening effect can also be achieved through the pan-
els themselves, the lines which make up the panels, as well as more abstract 
and expressionistic backgrounds whose flatness cannot be ignored—a feature 
which is frequently found in shōjo manga208 but is present in other forms of com-
ics as well. This is not to say that text has no significance in terms of expression, 
but as will be explained further below, its role is generally more subordinate to 
the image.
The “manga as cinema” approach, although not aiming for essentialism, 
also tries to legitimize manga by associating it with a more established and 
celebrated art form. An idea that exists in both English and Japanese-language 
205. Groensteen, The System of Comics, 79-83
206. Groensteen, The System of Comics, 40.
207. Groensteen, The System of Comics, 69
208. Itō, Tezuka is Dead, 220-246.
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scholarship on manga, it can be seen not only in Neil Cohn’s “Japanese Visual 
Language”209 theory and its distinctions between panel types based on the dis-
tance of the “camera,”210 but also both explicitly and implicitly in the words of 
prominent manga scholars and creators. Takeuchi Osamu applies film theory 
to manga,211 while Ishinomori Shōtarō, creator of the classic Cyborg 009 (1964-
1981), spoke of a “film-like” approach to manga.212 Abiko Motoo, one half of the 
“Fujiko Fujio” duo responsible for the manga Doraemon, famously wrote about 
the cinematic shock given to him by Tezuka’s art in Shin takarajima [New trea-
sure island]:
I certainly heard the “vroom” of the roaring engine. I 
certainly inhaled the dust the sports car left behind 
and gagged. I’d never seen manga like this! On the first 
two pages all that happens is a car driving by. Why is it 
so exciting to see these pages? It’s just like watching a 
movie!”213 
Similar to how “image-text” is only useful to a certain extent, however, so too 
does “cinematic manga” fail to fully explain the expressive potential of manga. 
This is not to say that film-like imagery has absolutely no effect on visual expres-
sion—one would be hard-pressed to claim that a particularly dynamic cinematic 
angle used in a panel would not convey any meaning, for example—but it fails to 
take into account other aspects of manga, most significantly the composition of 
the manga page. Cohn certainly tries to avoid this, as he creates his panel type 
distinctions in an attempt to not approach manga panels as isolated elements,214 
but it still inadvertently presents manga as a series of individual “film-like shots” 
arranged one after the other, ignoring the page and thus the more substantial 
209.  Neil Cohn, “Japanese Visual Language: The Structure of Manga,” in Manga: An Anthology 
of Global and Cultural Perspectives, ed. Toni Johnson-Woods (New York: The Continuum 
International Publishing Group, 2010), 187-188. I choose not to use the term JVL as the phras-
ing “Japanese Visual Language” can be just as problematic as the cultural/stylistic conflation 
of the term manga, but the distinction is important and noted.
210. Cohn, “Japanese Visual Language, 197-198.
211. Itō, Tezuka is Dead, 191.
212. Itō, Tezuka is Dead, 192-193.
213. Quoted in: Natsume, “Where Has Tezuka Gone?,” 34.
214. Cohn, “Japanese Visual Language,” 197.
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relationships between panels. Furthermore, as Itō points out, manga panels 
do not function the same way as montage,215 which connects more largely to 
Groensteen’s view that a comic cannot be made by simply placing images next 
to each other and calling it a comic.216
As Natsume argues, while Tezuka certainly derived his approach partly from 
film and animation, defining Tezuka’s influence as merely “cinematic” is miss-
ing a more fundamental contribution to the direction manga has taken since his 
rise to prominence. In response to Abiko’s description of the opening scene of 
Shin takarajima, Natsume goes against the idea that it introduced “movie-like” 
storytelling to manga, instead locating its innovation and influence in the “use of 
a whole double-spread page to depict only a speeding car…. After Tezuka manga 
language was transformed so that one scene would consist of many frames.”217 
Similarly, in an interview, former editor-in-chief of Shūkan shōnen Jump [Weekly 
shōnen jump] Sasaki Hisashi talks about how manga creators and editors were 
hesitant to distribute their manga digitally for a long time due to a concern that 
digital devices would not allow the reader to view the double-page spread in its 
entirety (something which has changed since the advent of the iPad and other 
computer tablets).218 The emphasis on the page as a whole, where the distribu-
tion of panels matters as much as, if not more than, the “cinematic” angles used 
to depict the car shows how important it is to consider manga-as-comics in terms 
of that two-dimensionality, and not simply concentrate on the three-dimension-
ality of “film technique.” This difference, in turn, is what drives the concept of 
komawari [panel layout] in manga,219 which is based more in how groups of pan-
els relate to each other. Komawari is even a subject in Japanese “how to draw 
manga” guides,220 and though such guides are often overly simplistic in their 
215. Itō, Tezuka is Dead, 195.
216. Groensteen, The System of Comics, 18.
217. Natsume, “Where Has Tezuka Gone?,” 34.
218.  Sasaki Hisashi, interview by Zach Logan, “Episode 300: ‘Stand and JUMP’ (Sasaki 
Hisashi), ” The Unofficial One Piece Podcast, podcast audio, January 7, 2014, ac-
cessed January 10, 2014, http://onepiecepodcast.com/podcast-episodes/2014/01/
episode-300-stand-and-jump-sasaki-hisashi.
219. Itō explores the commonality of this concept extensively in Tezuka is Dead, 150-160.
220.  See the following two examples: “Lesson 9: The Basics of Komawari,” Manga Training, 
accessed April 27, 2014, http://www.manga-training.com/how-to-draw-manga/the-basics-
of-komawari.html. Tsukamoto Hiroyoshi, Manga Bible no.5: komawari eiga gihō [Manga Bible 
no.5: panel layout and cinematic techniques] (Tokyo: Mārusha, 2007), 58-78.
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attempts to boil down manga to a few easy steps, it is notable that often the 
guides to comics and manga created originally for English-speaking audiences 
(which tend to be even more deeply flawed) focus on aspects such as character 
design or the individual panel, rather than panel layout.221
The supposed harmony of image and text, excessive focus on the panel, 
and the use of panels as film shots are all limited by their denial of the page. An 
important step to arriving at a fuller understanding of the visuality of manga is 
thus to acknowledge these aspects as contributing to manga, but at the same 
time realizing that they cannot account for everything. In particular, it is the 
focus on groups of panels (what Groensteen calls the panel sequence,222 and 
which can often take up the entire page) that connects these visual aspects of 
manga together into a cohesive whole. With manga, it is necessary to not just 
consider the relationship of elements within a panel (the intra-panel), but also 
the relationship between groups of panels (the inter-panel).
Before continuing, however, I will address a couple of potential arguments. 
The first is that I have simply supplanted other definitions of manga for one that 
more closely aligns with my own goals and biases. The second is that I risk using 
the page or the panel sequence as my own tool for either pushing a different form 
of essentialism or attempting to “legitimize” manga by arguing that panel layout 
and similar concepts are responsible for the interaction between emotion and 
the novum in SF manga. With respect to the first criticism, it is not my intention 
to strictly define manga (or story manga), and there are plenty of works that do 
not necessarily emphasize the panel sequence but can nevertheless be called 
manga. Single-panel manga, for example, are not disqualified simply because 
they do not utilize a progression of panels, nor are four-panel manga invalid as 
manga just because their panel progressions from top to bottom are generally 
simplistic.
In regards to the second criticism, my argument is neither that manga is 
the only possible source of comics where the panel sequence is important, nor 
that manga must utilize panel sequences primarily to visually convey complex 
ideas. Comics that are not made in Japan can still utilize the visual language 
of manga or something similar (Yomota Inuhiko for example mentions Windsor 
221.  See for example: “How to Draw Manga,” Manga University, accessed April 27, 2014, http://
www.howtodrawmanga.com/pages/tutorials.
222. Groensteen, The System of Comics, 103-143. 
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McCay’s Little Nemo as having a manga-like approach to panels even though it 
predates modern manga223) while comics by Japanese artists, including story 
manga, do not necessarily have to adhere to the panel sequence. This is espe-
cially evident in the case of the manga version of Nausicaä of the Valley of the 
Wind (hereafter Nausicaä), a robust SF narrative with intriguing political ideas 
about humankind’s relationship with both the environment and the actions of 
past generations, where creator Miyazaki Hayao (of Studio Ghibli fame) adapts 
his skills as a filmmaker and animator to drawing manga.224 The storyboard-like 
approach to panels and the prominent focus on three-dimensional space in the 
Nausicaä manga results in a hybrid style such that Cohn’s categorization of pan-
els fits Miyazaki’s manga work especially well. Instead, I base my focus on the 
panel sequence and the page on artistic tendencies that are ubiquitous in manga 
and have been developed extensively to convey ideas in particular ways, not on 
the notion that the panel sequence must be absolutely important for something 
to be called manga. The idea that manga is a form of comics that emphasizes 
inter-panel relationships is less a strict definition and more a description of what 
is already present, something which, while not wholly unique to manga, has 
been developed extensively over its history and therefore should not be ignored 
when studying visual expression in (SF) manga.
4.2. THE “FLOW” OF MANGA 
Panel layout and page composition have a substantial effect on the appearance 
of manga and how information is conveyed. This section looks at one of the most 
important concepts in manga for creating panel sequences that encourages 
readers to focus on panel layout. This is the idea of nagare [flow], a term used 
in the manga industry to describe the emphasis on a flowing, river-like struc-
ture for visually presenting information in manga.225 By exploring how “flow” 
223. Yomota Inuhiko, Manga genron [Manga theory] (Tokyo: Chikuma Shobō, 1999), 35-36.
224.  Much more widely known for his animated films, the early volumes of the Nausicaä manga 
acted as the basis for the film of the same name also directed by Miyazaki. See: Kumi Kaoru, 
“‘Boku wa motomoto mangaka shibō datta’: mangaban Nausicaä kaidoku sono 1” [‘At first I 
wanted to be a manga creator’: First analysis of the Nausicaä manga], in Miyazaki Hayao no 
jidai: 1941-2008 [The age of Miyazaki Hayao: 1941-2008] (Tokyo: Choeisha, 2008), 354-367.
225.  Ed Chavez (former manga editor) in discussion with the author, July 11, 2011. A former manga 
editor for Kodansha who worked on the magazines Morning, Morning 2, and Manga Box 
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is generated by using intra-panel relationships to emphasize inter-panel rela-
tionships, it becomes possible to see how manga encourages readers to look at 
panels in relation to each other and to view it in terms of page and panel sequence 
composition.
When it comes to the differences between manga and American comics, 
the word “decompression” has occasionally been used to describe a more 
“manga-like” approach to paneling.226 The term stems from the idea that, in 
traditional American comics, there is a prioritization of economical usage of 
space for narrative purposes, which can be loosely summarized as packing 
more information into less space, whereas “decompressed” comics are those 
which progress at a slower, more deliberate pace and spread information out 
across several pages. It is also characterized typically in terms of manga and 
its influence on American comics, most notably on Frank Miller, who was 
inspired by Koike Kazuo and Kojima Goseki’s Lone Wolf and Cub.227 While 
“decompression” is inadequate as a way of describing the visual language of 
manga because the term positions manga as a deviation from the traditionally 
more “compressed” style of American comics, removing that veneer of cul-
tural specificity and avoiding the generality that comes with the term renders 
“decompression” a useful starting point for exploring the greater significance 
that a multiplicity of panels generally has over the individual panel when it 
comes to manga.
Much of the idea of decompression involves emphasis on how much infor-
mation is conveyed on average in each individual panel, which in the case of 
from 2007 to 2009 who would go on to work as marketing director for the American manga 
publisher Vertical. Inc., Chavez stated that flow is not only a common term in the industry 
but also that understanding flow is considered an important skill for both artists and editors 
(though this does not mean that a creator has to be a master of flow in order to be published). 
While the role of the editor in making creative decisions greatly increased starting in the 1990s 
(Kinsella, Adult Manga, 162-163), which could in turn bias an editor towards certain methods, 
the fact that “flow” plays a significant factor even in the decades well before the 1990s makes 
it clear that, even if the idea is simply shorthand to summarize page and panel composition 
in manga at the expense of full accuracy, the basis of the idea has persisted long enough to 
exert an influence on the visual art and visual language of manga.
226.  Keith Giffen, “As If I Care,” Wizarduniverse.com, June 19, 2007, accessed November 5, 2012, 
http://web.archive.org/web/20070725134117/http://www.wizarduniverse.com/magazine/wiz-
ard/004888595.cfm.
227.  Jason Thompson, “Lone Wolf and Cub - Jason Thompson’s House of 1000 Manga,” Anime 
News Network, July 14, 2011, accessed October 27, 2011, http://www.animenewsnetwork.
com/house-of-1000-manga/2011-07-14.
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manga appears to be relatively little. Groensteen, though not using the word 
“decompression,” writes the following (bolded emphasis mine):
. . . I will insist on the fact that the progression of the 
story is not constant and linear. It is not true that each 
panel has as its mission progressing toward a resolu-
tion. In particular, certain mangas [sic] are signaled 
by a massive use of panels that are superfluous from a 
strictly narrative point of view, their precise function 
is elsewhere: decorative, documentary, rhythmic, or 
poetic, whatever the case. These panels respect the 
general principle of co-reference, but their contribution 
cannot be evaluated in terms of information. More than 
the panel, it is therefore the page or the sequence that, 
under this relationship, constitutes a pertinent unit.228 
While Groensteen fails to see is that it is not only for “certain” manga that 
the page or at the very least the sequence is the “pertinent unit” but for the vast 
majority of manga, he is able to notice to a certain degree the diminished impor-
tance of the individual panel in manga, and thus where the root of the contention 
over decompression lies. This is of course not to deny the similarities that manga 
shares with other forms of comics, as the composition of both pages and panels 
can be important factors for any comic, but it is clear that these aspects are often 
vital for expression in manga.
Another prominent attempt to explain inter-panel relationships in manga 
comes from Scott McCloud, who argues that the power of comics derives from 
the human mind’s ability to bring closure, writing that “Comics asks the mind to 
work as a sort of in-betweener—filling the gaps between panels [the “gutter”229] 
as an animator might.”230 He then relates that time-based closure to what he 
calls an “aspect-to-aspect” transition between panels, which gives closure to a 
sense of physical space by providing a “wandering eye”231 that allows the reader 
228. Groensteen, The System of Comics, 116.
229. McCloud, Understanding Comics, 60-93.
230. McCloud, Understanding Comics, 88.
231. McCloud, Understanding Comics, 72.
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to take in an environment. However, similar to Cohn, this somewhat ironically 
leads to an over-fixation on the panels themselves. More fundamentally, the 
problem with both “time closure” and “space closure” is that they do not take 
into sufficient account the space and plane of the page itself, and the ability for 
the “gaps” to be unified not by a scene which exists only in the imagination of the 
reader but by the cues which allow the reader to cross those gutters, for example 
when a character’s arm overlaps multiple panels.
Somewhat contrary to Groensteen, however, who believes that “the gutter 
in and of itself … does not merit fetishization,”232 I argue that the gutter does 
play an important role, just not in the sense that it is the site of some form of 
invisible magic. When it comes to manga, Groensteen’s idea that “the semantic 
relations between the images are the same”233 whether it is a space or a simple 
line dividing two panels is simply untrue, as varying the size and prominence of 
the gutters on a page can certainly affect how the panels (or lack thereof) visu-
ally affect each other. For example, thinner gutters can group panels together 
on a page, while larger gutters can separate them, and consistent gutters can 
give a certain sense of structure to a comic. There is no absolute rubric for the 
exact meanings of specific gutter types, but in the context of manga their impor-
tance can be seen in the tendency for different categories of manga to approach 
the gutter differently. Seinen manga,234 particularly in the vein of what Kinsella 
calls “realist manga,”235 tend to violate the gutter only rarely and instead clearly 
demarcate each and every panel as separate from the previous one. Shōjo man-
ga,236 on the other hand, will cross the gutter more frequently or in some cases 
even eliminate it. As Thomas Lamarre states, “It is not surprising then that, at 
moments of great affective importance, some shōjo manga tend to dispense with 
panels altogether, in favor of sparkling collages and temporal whirlpools.”237 As 
can be seen in figure 4.1, the respective approaches to gutters promote certain 
ideas broadly associated with those categorizations: seinen manga as “realistic,” 
“colder,” and more “adult,” and shōjo as “personal,” “softer,” and more “roman-
232. Groensteen, The System of Comics, 112.
233. Groensteen, The System of Comics, 112.
234. Manga officially categorized as being for adult men.
235. Kinsella, Adult Manga, 179.
236. Manga officially categorized as being for young to adolescent girls. 
237.  Thomas Lamarre, “Anime Eyes Manga,” in The Anime Machine: A Media Theory of Animation 
(Minneapolis: University of Minnesota Press, 2009).
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tic.”238 The gutter, while not contributing quite in the way that McCloud claims, 
retains its function as an inter-panel pacing mechanism.
Figure 4.1. A comparison between manga pages with different gutters. Sources: Urasawa 
Naoki and Nagasaki Takashi, Pluto, vol.4 (San Francisco: VIZ Media, 2009), 172 (right). Hagio 
Moto, Star Red, Shogakukan Bunshō Edition (Tokyo: Shogakukan, 1995) 431 (left).
[Star Red]
Panel 1:  “Erg.” “What have you seen in your 6000 years?” “Life is meaningless.” “Our 
existences are meaningless.” “It’s over for us.” “We’re headed towards a quiet 
banquet.” “Sei.” “Let go of that pillar, Sei!”
Panel 2:  “You’re destroying this red planet little by little.” “Let go of it!” “Fate is… 
crying out.” “It’s a telepathy amplifier!”
The relevance of the page or panel sequence to manga lies in the relation-
ships created by “panel progression,” or the ways in which panels are arranged to 
follow one another across the page. Comics can generally be described as being 
linear texts, whereby “linear” refers to works “where the viewers have no choice 
238. For another example, see: Itō, Tezuka is Dead, 234.
dissertation_text.indd   80 4/28/15   9:14 AM
VISUAL EXPRESSION IN SCIENCE FICTION MANGA  • 81
but to see the images in an order that has been decided for them…. Linear texts 
thus impose a syntagmatics on the reader, describe the sequence of and the con-
nection between elements.”239 Manga, like other forms of comics, possesses a 
linear format, where readers are meant to move from one panel to the next until 
they reach the bottom of the page before moving on to the next one. However, 
manga in particular utilizes more than a simple linear narrative in terms of its 
visuals, instead aiming for what I refer to as a “double-linear narrative.”240 Here, 
the correct (or recommended) reading order is not simply about following the pan-
els, but also the result of how the various visual elements of manga reinforce this 
direction by guiding the eyes through the page, generally without requiring the 
readers to pause for an extended period of time on a particularly information or 
content-dense panel. This is the basis for the concept of “flow,” which contradicts 
the idea that “following the oddly shaped frames in the correct sequence can be 
confusing,” that “sometimes the words don’t help,” and that “the narrative flow 
is not as simplistic as that in Western comics,” as Toni Johnson-Woods states.241 
Quite the opposite, manga is geared towards easing its readers into a continuous 
and simplified (though not necessarily unsophisticated) narrative process.242
The effect of flow can be seen in figures 4.2 and 4.3, which respectively fea-
239.  Gunther Kress and Theo van Leeuwen, Reading Images: The Grammar of Visual Design 
(London: Routledge, 1996), 222-223. It should be noted that the use of the word “linear” used 
here differs from the word as used by Groensteen (The System of Comics, 116). In this in-
stance it refers to texts that have a prescribed reading order, whereas for Groensteen it refers 
to a story that automatically equates the progression of panels with the progression of time. 
As such, despite the seeming disagreement over the usage of the word, the two ideas they 
present do not actually contradict each other.
240.  Though I use the term “double-linear,” I do not mean to say that the linearity created by the contents is 
somehow exactly equal to the one created by the comics format, but rather that it is double-layered.
241. Johnson-Woods, Introduction to Manga: An Anthology, 7.
242.  The general idea behind “flow” is not wholly unique to manga. For example, when a manga repeats 
a particular character’s figure multiple times on the same page to connect the panels together 
and encourage a viewing of inter-panel relationships, it utilizes an effect that is possible in not just 
other comics but to some extent other art forms as well. However, while Gollum’s “dialogue” with 
Smeagol in The Lord of the Rings: The Two Towers, directed by Peter Jackson (2002; Los Angeles: 
New Line Cinema), film; and Marcel Duchamp’s “Nude Descending a Staircase, No. 2,” oil painting 
on canvas, 1912, Philadelphia Museum of Art, accessed November 2, 2012, http://www.philamu-
seum.org/collections/permanent/51449.html; achieve this effect to differing degrees, for example, 
the comics form is particularly suited for it because of how space is utilized by the panel-based 
format to convey narrative content. The combination of narrative and abstraction through framing is 
a convention that is practically taken for granted in comics and is emphasized even more greatly in 
manga. For further information see: Carl Li, Nakamura Mari, and Martin Roth, “Japanese Science 
Fiction in Converging Media: Alienation and Neon Genesis Evangelion,” Asiascape Occasional 
Papers no. 6 (2013): 7, accessed November 10, 2013, http://asiascape.org/resources/publications/
asiascape-ops6.pdf.
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ture a scene from Coppelion and a version modified to show the order in which the 
visual elements are supposed to be viewed. Within any given panel, a character’s 
speech is divided among two or more smaller balloons, instead of combining the 
entirety of their spoken dialogue into one larger balloon. Two effects are achieved 
as a result. First, by dividing the words up, the manga actively avoids inundating 
the reader with a large amount of text, which would slow down the reading pro-
cess. The panel borders then further communicate the point at which a reader 
should move onto the next panel. Second, by placing the smaller word balloons 
on opposite ends in each panel and sandwiching the characters between them (or 
in some panels a traffic sign), the arrangement of elements makes it so that visual 
information is introduced in many of the panels as the following:
first balloon -> character’s expression and pose -> second balloon
Figure 4.2. A sense of flow draws the eyes smoothly throughout the page. Source: Inoue 
Tomonori, “Coppelion #1,” in Coppelion, vol. 1 (Tokyo: Kodansha, 2009).
(see figure 7.2 for translation)
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Figure 4.3. The visual elements dictate a specific reading order. Source: Modified from Inoue 
Tomonori, “Coppelion #1,” in Coppelion, vol. 1 (Tokyo: Kodansha, 2009).
In each of the pertaining panels, the character is given attention and impor-
tance by being placed in the center of the intra-panel composition. In addition, 
the lines created by two word balloons and the character between them also 
prompts the eyes to the next panel such that the order of the panels and the over-
all order are further emphasized by the content within them. In the case of the 
upper left-hand panel (panel 9), the order goes:
first balloon -> background characters -> second balloon -> 
foreground character
The visual elements within that panel tend downwards, and yet while it would 
be reasonable to assume that the foreground character’s legs would lead to the 
panel right below it, the proper order is reinforced by the way that the page is rear-
ranged into four “columns.” By being at the same height as the column next to it but 
thinner than the column directly below it, the panel is distinguished as a column 
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unto itself that will not progress further downward. Thus, while panel progression 
in manga stems from how Japanese is written,243 even without explicit knowledge of 
the “right to left” reading direction the page itself prompts the reader to move along 
in the correct order. At the same time that the individual panels’ three-dimensional 
and cinematic qualities give important information about the ruined state of Tokyo, 
the visual elements encourage the eye to pass along them and pay attention to the 
entire page, which juxtaposes the images of seemingly normal schoolgirls with an 
abandoned Tokyo in order to emphasize the contrast between them. The overall 
cascading effect that encourages the reader to scan throughout figure 4.2 becomes 
even clearer when looking at figure 4.4, where the prominent visual elements have 
been highlighted. The shapes created by the characters, word balloons, and even 
background features show how the flow tends towards gravitating continuously 
down and left, from the beginning to the end of each page.
Figure 4.4. Prominent visual elements are highlighted for clarity in order to show the flow of 
manga pages. Source: Modified from Inoue Tomonori, “Coppelion #1,” in Coppelion, vol. 1 
(Tokyo: Kodansha, 2009).
243. Kure, Gendai manga no zentaizō, 110.
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Figures 4.2 through 4.4 also show the function of text and the word balloon 
in greater detail. While text in manga may not be an inherently equal partner 
with image, it is also a source of expression at least on some level. Text firstly 
acts as a “clarifier,” using its existence as a written language to provide addi-
tional information, though this does not necessarily mean that text in manga is 
explanatory in nature. Coppelion in figure 4.2 for example uses text to hint at the 
subject of nuclear disaster in some panels, while providing additional insight 
into the characters’ personalities when accompanying their physical behavior. 
Text secondly becomes a “connecter,” as explained above, working in the form 
of the word balloon as a visual element that contributes to both intra-panel and 
inter-panel relationships.
This is not to argue that flow is non-existent in other forms of comics, as 
McCloud devotes a part of his book Making Comics to the concept. However, 
while McCloud states that “confusion occurs when panel arrangements are 
obscured by too many ‘fourth wall’ breaks and borderless images,”244 shōjo or 
josei manga245-style panel progression such as in Star Red (figure 4.1) is often 
composed primarily of these “mistakes,” and is still both a strong purveyor of 
flow with a clear sense of direction for the reader.
There are two additional pieces of evidence for the existence of flow. The 
first is that the historical influence of flow and inter-panel relationships can be 
seen not only in the work of artists who have debuted well after Tezuka, when the 
visual language of manga had already developed in a certain direction, but also 
in manga by Tezuka’s contemporaries, such as Yokoyama Mitsuteru. Beginning 
his career around the same time as Tezuka, there is a markedly increased 
presence of flow in Yokoyama’s works over time. Putting aside the idea that an 
additional decade’s worth of experience would likely improve an artist’s draw-
ing ability on some level, it is important to note the difference in how the panels 
are laid out between the three examples seen in figure 4.5. The ambiguity of the 
panels in the older Tetsujin 28-gō [Tetsujin 28] (1956-1966, also known in English 
as Gigantor), which at first makes it unclear whether one should read the six pan-
els as “two three-panel-tall columns” or “three two-panel-wide rows” (the latter is 
correct), contrasts heavily with the increasingly fluid and comprehensible sense 
of panel progression in his later manga. Comet-san (1967) and then Sangokushi 
[Romance of the three kingdoms] (1971-1986) vary the sizes of panels and the 
244. Scott McCloud, Making Comics (New York: HarperCollins, 2006), 33.
245. Manga officially categorized as being for adult women.
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positions of gutters to guide the reader along in the proper order with increasing 
sophistication. Whether or not Tezuka directly influenced this change (though 
Yokoyama began to draw manga in middle school, it was Tezuka’s Metropolis 
which prompted him to look for publication opportunities246), there is a clear 
development of flow in Yokoyama’s work. It should also be noted that, even in 
the older Tetsujin 28-gō with its confusing sense of flow, the importance of the 
inter-panel relationship is still evident. The two characters, clearly antagonistic 
towards each other, contrast in terms of their positions on the page (right vs. 
left), emphasizing the idea that the page is to be viewed both as a whole entity 
and as a progression of panels.
Figure 4.5. The evolution of flow in the works of Yokoyama Mitsuteru shows its importance 
in manga’s development. Sources: Yokoyama Mitsuteru, Zoku tetsujin 28-gō, vol. 8 (Tokyo: 
Kōbunsha, 1997), 145 (right). Yokoyama Mitsuteru, Comet-san, Gensaku Kanzenban Edition 
(Tokyo: Kodansha, 2005), 7 (middle). Yokoyama Mitsuteru, Sangokushi, vol. 1 (Tokyo: Ushio 
Manga Bunshō, 1997), 45 (left). 
[Zoku tetsujin 28-gō]
Panel 1: “What do you plan to do this time?”
Panel 2: “What indeed? In the meantime I’ll be taking that remote control.”
1. 246 “Purof īru” [Profile], Yokoyama Mitsuteru Official Web, accessed May 1, 2012, http://
www.yokoyama-mitsuteru.com/profile.html.
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Panel 3: “Grrr…”
Panel 4: “Now, hand it over and you won’t get hurt.”
Panel 5: “Damn it-“
Panel 6: “Once enough time has passed I’ll hand it back.”
[Comet-san]
Panel 1: “Good afternoon.”
Panel 2: “Whaaaa?” “This is terrible!”
Panels 3: “Listen to me, okay? Don’t move!”
Panel 4: Kōji, what are you staring at! Go call the police!” “Roger!”
Panel 5: “You two don’t have to worry.”
Panel 6: “Don’t move! Don’t m-”
Panel 7: “Ahhh…”
[Sangokushi]
Panel 2: “Hey, youngin, what are you staring at the sky for?”
Panel 3: “Well in any case, sit here.”
Panel 4:  “For some reason I feel like that gaze of yours shows promise, so I’m inviting 
you to be my ally.”
The second piece of evidence for flow is that the readability of a manga can 
be compromised when flow is disrupted excessively. The English-language 
release of Japan Inc. (Ishinomori Shōtarō, 1986) is one notable failure in this 
regard. Adapted in 1988 to read left-to-right for English-reading audiences (as 
was common practice at the time), many of the panels involve either English or 
Japanese text in the original version, so in some cases the panel order was rear-
ranged such that the direction in which one was supposed to read certain panels 
was also modified. Although the basic idea of promoting the Japanese economic 
system comes through, the visual result is a messy hodge-podge of flipped and 
re-ordered panels resulting in its visual flow constantly being redirected and 
interrupted. 
In Japan Inc., this significantly affects the cohesiveness of its panel 
sequences and thus the pace at which the reader is supposed to take in its 
contents. In figure 4.6, which is meant to be read left to right, the word bal-
loons, rather than guiding the reader smoothly through the page, force the 
reader’s view to dart about in an attempt to even begin to understand the 
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order in which the page should be perceived, as the “right to left” flow from 
the “un-flipped” original is still present. Panels 3 and 4 have also clearly been 
switched due to the awkward inclines on the left and right sides. Because 
of these changes, the flow of the page does not function properly, remov-
ing the smooth and continuous sense of panel progression. It is clear from 
this loss of cohesion that the people responsible for reformatting Japan Inc. 
were aware of the importance of the panel in comics but not the inter-panel 
relationships that come out of the idea of panel sequence as a fundamental 
component. In short, the way in which flow becomes compromised in this 
example shows how a significant part of visual expression in manga disap-
pears in its absence.
Figure 4.6. An example of incongruous flow. 
Source: Ishinomori Shōtarō, Japan Inc., 
(Berkeley: University of California Press, 1988), 
4. Read left to right.
Before moving on, it should be noted 
that, as much as flow is meant to provide 
an easily comprehensible and efficient 
visual experience, it is not necessarily 
intuitive, which explains some of the dif-
ficulty stated by Johnson-Woods above 
about reading manga. Suzuki “CJ” Shige 
writes:
. . . [T]o “be able to 
read manga” or to 
“understand manga” 
indicates that the 
reader has already 
learned the reading protocol of manga that has been 
historically constructed, accumulated, and shared. 
This also suggests that manga, as a socially shared 
medium, continuously produces and updates the read-
ing subject who has a high literacy of reading manga; 
dissertation_text.indd   88 4/28/15   9:14 AM
VISUAL EXPRESSION IN SCIENCE FICTION MANGA  • 89
and as a shared reality, manga as a social medium also 
constitutes a reading community…. If such “transpar-
ency” of meaning is only guaranteed by a convention, 
it is neither natural nor self-evident for other communi-
ties that do not share that convention…. No matter how 
clear a typical manga expression seems to well-trained 
readers of Japanese manga, it can be very opaque and 
uncertain to the reader who has no shared reading pro-
tocol of Japanese manga.247
Nevertheless, what I have shown through the examples above is that, even if 
the reading of manga is a skill which needs to be “learned” on some level, there 
are clear attempts by manga to utilize flow to convey complete ideas using groups 
of panels or even the entire page so as to make these ideas easily understand-
able. Returning to the concept of “decompression,” the term can be thought of 
as attempting to describe “flow,” albeit only somewhat successfully. Given the 
importance of groups of panels in manga, it can be said that visual information, 
as described by Natsume, is typically described over the course of many panels, 
and in some cases pages, which influences how a narrative is visually paced. The 
same applies to the expression of physical environments (also often a prominent 
factor in SF manga), such as in Coppelion in figure 4.2, where the depiction of 
Tokyo over multiple panels forms a cohesive whole. While this does show some 
of the validity of McCloud’s idea of “aspect-to-aspect transitions,” the invisible 
magic of the gutters is less important than the actual panels themselves. Flow 
can thus also be described as the tendency for manga to connect intra-panel 
relationships to inter-panel relationships with a greater emphasis on the latter 
over the former, which prioritizes the panel sequence and the page. In order to 
understand how emotions (or most any other visual information) are conveyed 
and utilized in science fiction manga, it is important to take flow into account.
247.  Suzuki (CJ) Shige, “Manga/Comics Studies from the Perspective of Science Fiction 
Research: Genre, Transmedia, and Transnationalism,” in Comics Worlds and the World of 
Comics: Towards Scholarship on a Global Scale, ed. Jaqueline Berndt, Global Manga Studies, 
(Kyoto: International Manga Research Center, Kyoto Seika University, 2010), 77, accessed 
February 24, 2014, http://imrc.jp/2010/09/26/20100924Comics%20Worlds%20and%20
the%20World%20of%20Comics.pdf.
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4.3. FLOW IN OTHER VISUAL ASPECTS OF MANGA 
Flow and panel layout are important concepts, but they alone do not provide all 
of the visual or narrative information found in manga. At the same time, flow and 
panel layout also permeate the visual language of manga to such a degree that 
other visual aspects end up being utilized in ways that emphasize these quali-
ties. This section examines three particularly significant areas which have their 
own expressive traits while also contributing to the page as a whole: the rare 
circumstance in which the single panel has greater significance, the tendency 
for manga to be published in black and white as opposed to color, and the use 
of context-sensitive visual motifs in addition to ones that are universally under-
stood within manga. 
The panel: While I have argued thus far that the individual panel is generally 
less important in manga compared to other forms of comics, it is important to 
give the panel its due for a couple of reasons. First, the significance of the panel 
sequence over the panel is not entirely steadfast, and there are cases where a 
panel will act as a “pertinent unit” and give complete information. Second, even 
when it is not in a position of great power in manga, the panel still carries some 
influence. This is especially noticeable when a manga blurs the distinction 
between treating panels as fragments and utilizing an individual panel as sig-
nificant in and of itself.
Figures 4.7 and 4.8 feature a scene from Neon Genesis Evangelion, in 
which Shinji hesitates before killing another character, Kaworu. The death is 
portrayed symbolically, depicting Shinji strangling Kaworu in a field (instead 
of Shinji crushing him within the giant palm of his EVA248), by using a single 
image that takes up the entire double-page spread and effectively functions as 
one large “panel.” In addition to the narrative and thematic context, where the 
image references a scene from a previous chapter in which Kaworu performs 
a “mercy killing” of a stray kitten,249 the image of Shinji taking Kaworu’s life 
in figure 4.8 functions both as a “pertinent unit” and as a culmination of the 
panels in figure 4.7. 
248. EVAs are the biomechanical giants piloted by the main characters of Evangelion.
249.  Sadamoto Yoshiyuki, Neon Genesis Evangelion, vol. 3, 3-in-1 Edition (San Francisco: VIZ 
Media, 2013), 392-404.
dissertation_text.indd   90 4/28/15   9:14 AM
VISUAL EXPRESSION IN SCIENCE FICTION MANGA  • 91
Figure 4.7. The panel sequence builds up to a single image in order to highlight its emotional 
impact on its characters (part 1). Source: Sadamoto Yoshiyuki, Neon Genesis Evangelion, vol. 
4, 3-in-1 Edition (San Francisco: VIZ Media, 2013), 282-283.
Figure 4.8. The panel sequence builds up to a single image in order to highlight its emotional 
impact on its characters (part 2). Source: Sadamoto Yoshiyuki, Neon Genesis Evangelion, vol. 
4, 3-in-1 Edition (San Francisco: VIZ Media, 2013), 286-287.
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This can also be seen in figures 4.9 and 4.10, from Zettai Karen Children, 
where figure 4.10 utilizes the panel as a complete source of information. Though 
the second panel of figure 4.10 also connects to it through the close-up on the 
male character’s face, that first panel can be read by itself with relatively little 
need to see what came before it. However, the panel sequence on the previous 
page (figure 4.9) also builds up the characters’ emotions such that it leads into 
figure 4.10. In relation to this, the first panel in figure 4.10 acts as a counterpoint 
or an abrupt shift from figure 4.9. Whether it is a true single panel or a “techni-
cal” one whereby the entire page (or double-page spread) is a single image, the 
relative rarity of the “complete” panel draws attention to itself in a way that also 
encourages a look at the panels which have led up to it.
Figure 4.9. A single panel deflates the tension of the previous page (part 1). Source: Shīna 
Takashi, Zettai Karen Children, vol. 2. (Tokyo: Shogakukan, 2005), 166-167.
(See figure 6.9 for translation)
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Figure 4.10. A single panel deflates the tension 
of the previous page (part 2). Source: Shīna 
Takashi, Zettai Karen Children, vol. 2. (Tokyo: 
Shogakukan, 2005), 168.
(See figure 6.10 for translation)
Black and white: Although manga is 
not devoid of full color pages, whether 
in the form of very early color manga 
before black and white became an 
industry-wide standard, covers for col-
lected volumes, a few color pages in 
select chapters of a title, the increase of 
digitally-published manga, the work of 
artists such as Terasawa Buichi (creator 
of Space Adventure Cobra) who actively 
seek to work in color,250 or anime adap-
tations of manga which “colorize” 
scenes from the original material, the 
vast majority of manga that has been published has been printed primarily in 
black and white.251 An economic choice to a strong degree (printing in black and 
white is much less expensive than printing in color), its adoption has encour-
aged manga creators to explore the potential of monochrome extensively. This is 
not to argue that manga is defined by the absence of color, as if to say that manga 
with color are lacking in “manga-ness,” but given the importance of knowing 
how to work in black and white in this environment, it would be difficult for black 
and white printing to not have a role in establishing or influencing the visual 
aesthetics of manga and the conveyance of visual information.
For McCloud, “In black and white, the ideas behind the art are communi-
cated more directly. Meaning transcends form. Art approaches language.”252 
250.  “Profile,” Buichi Terasawa Official Site, accessed April 26, 2014, http://www.buichi.com/E/
profile/index_bt.html.
251.  It should be noted here that often manga magazines will use colored paper, such that the 
“white” is not truly white, although even the newsprint typical to these magazines is not a 
“true” white either. “Black and white” can thus also mean “solid tone and lack of tone.”
252. McCloud, Understanding Comics, 192.
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On the other hand, colors (especially flat colors) “objectify their subjects”253 and 
make “forms themselves take on more significance.”254 However, his description 
of the role of black and white in comics has more to do with attempting to con-
vince readers that color is not automatically superior to black and white due to 
being closer to reality, as opposed to explaining the visual results of forcibly lim-
iting the color palette. For instance, an important aspect of manga publishing 
to consider is that “black and white printing” is about as strict as the term can 
be, as not even solid grays can be used in conventional manga publishing. This 
has resulted in the widespread adoption of screentones, thin sheets used to cre-
ate patterns by mixing black dots with white space in close proximity to create 
the illusion of “grays,” to provide shades beyond the two monochrome extremes. 
They are considered to be such an important part of the manga creation pro-
cess that the popular digital manga software “Manga Studio” (“Comic Studio” 
and “Clip Studio Paint” in Japan255) touts the ease of use of its digital screentones 
as a prominent feature of the program.256 Although occasionally used to shade 
figures and objects, screentones are most often used as solid fills, providing a 
decorative pattern to a piece of clothing, for example, or “coloring” a character’s 
hair (see figure 4.6 or nearly any other image in this chapter). In the instances 
where screentones act as shading, they tend to be used either in larger swathes 
or to provide a sharp contrast between light and shadow. 
This solid-block approach to the use of tones in manga (as opposed to 
employing a “gradient” of screentones to give the illusion of softer shadows) 
also applies to the use of pure black and white in many cases, and is often used 
to unify elements in terms of page composition. It is certainly not the only way 
to connect panels together through similar elements (repeating the same char-
acter can have a comparable effect), nor is it necessarily the most prominent, 
and the degree to which this association is encouraged by the artwork can vary 
widely depending on individual artists. However, when taking into account the 
double-linear narrative style of most manga, the relationship between black and 
white (or more generally the use of flat swathes of tone) becomes another way 
253. McCloud, Understanding Comics, 189.
254. McCloud, Understanding Comics, 192.
255.  “Manga seisaku Soft no saikōhō. Clip Studio Paint EX” [The peak of manga creation software. 
Clip Studio Paint EX], Sōsaku katsudō ōen Site CLIP [Creation activity support site CLIP], ac-
cessed April 28, 2014, http://www.clip-studio.com/clip_site/tool/items/cspe_plan?net_top_ex.
256. Manga Studio, accessed April 28, 2014, http://manga.smithmicro.com.
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manga fosters a flowing sense of panel progression. In figure 4.11, the predom-
inance of black in the characters’ uniforms and hair in Mysterious Girlfriend X 
(Ueshiba Riichi, 2006-present) creates a contrasting balance with the white of 
their surroundings. As a result, the page presents a number of inter-panel rela-
tionships through the utilization of black—such as the long vertical column of 
“black” on the left side of page 7—by using the characters’ physical figures as 
visually important markers in conjunction with the size and positions of the pan-
els to drive the visual narrative along. A similar approach can be seen in 7 Billion 
Needles in figure 4.12, where the prominent use of white against a dark back-
ground positions the protagonist Hikaru’s figure as a repeating element to move 
the eyes along in order to emphasize her sense of unhappiness (see Chapter 5.1 
for further details). Both of these examples demonstrate how the inherent con-
trast between black and white encourages the eye to make visual connections.
Figure 4.11. Black and white figures prominently into the page composition. Source: Ueshiba 
Riichi, “Chapter 9: Mysterious Sign,” in Mysterious Girlfriend X, vol. 2 (Tokyo: Kodansha, 
2007), 7-8, accessed February 1, 2014, http://www.crunchyroll.com/comics_read/
manga?volume_id=231.
dissertation_text.indd   95 4/28/15   9:14 AM
96 •  CARL K. LI
Figure 4.12. The contrast between light and 
dark draws attention to the character. Source: 
Tadano Nobuaki, 7 Billion Needles, vol. 1 (New 
York: Vertical, Inc., 2010), 4-5.
Iconic visual motifs: Cohn, work-
ing from Natsume’s idea of keiyu 
[metaphorical shapes, also known 
as manpu], presents two forms of 
visual motifs (what he calls “graphic 
emblems”) in manga. First, there are 
the emotive icons such as the “bulging 
vein” to indicate anger or “super-defor-
mation”257 to indicate levity. Second, 
there are the visual elements, which 
exist “apart” from characters, such as 
“subjective motion lines” where the 
background, instead of the characters, 
appears to move in order to create a 
sense of speed.258 Owing to the commonality of such expressions in manga, 
Cohn argues that these motifs are indicative of manga as a visual language, 
but while Cohn is accurate in that keiyu are generally understood by readers 
of manga to have recurring meanings across different works, there is also a 
significant limitation in viewing these visual motifs as “universal” in manga. 
This is because Cohn’s presentation of recurring icons as visual language, 
intentional or not, becomes a denial of manga as a form of artistic expression, 
as he argues that, because manga uses these recurring icons, “focus shifts 
from how their drawings look to what they say with their drawings.”259 The 
problem here is that, even if some manga artists consider themselves to be 
inferior draftsmen in comparison to their counterparts in other countries,260 
257.  When characters gain squat proportions, usually for comedic effect. I would argue that this 
aspect of anime and manga tends to be overstated due to its relative ubiquity in titles from the 
1990s in particular.
258. Cohn, “Japanese Visual Language,” 192-194.
259. Cohn, “Japanese Visual Language,” 190.
260.  Frederik L. Schodt, Dreamland Japan: Writings on Modern Manga (Berkeley: Stone Bridge 
Press, 1996), 24-25.
dissertation_text.indd   96 4/28/15   9:14 AM
VISUAL EXPRESSION IN SCIENCE FICTION MANGA  • 97
asserting that the “how” does not matter in manga inadvertently reinforces 
the idea that manga creators are less artistically refined and that, therefore, 
the visual language of manga is a “workaround,” an inferior product on a 
formal level. Although Cohn references Natsume’s idea that overemphasis 
on images detracts from the story,261 and this is accurate in that it ties to the 
importance of the panel sequence/page over the individual panel, there is 
a significant difference between placing too much importance in images 
and denying that images as visual art matter at all. Rather than the idea that 
“creators each find their ‘visual voice’ within the confines of the system they 
share,”262 manga creators are able to manipulate the system itself to a fair 
degree.
“Manga as visual language” does not negate “manga as art,” and while I 
am in general agreement with Cohn in the idea that there is a visual language 
of manga, I also consider the visual language of manga as a method for creat-
ing art. On this specific topic, when icons are thought of solely in terms of their 
universality, it denies the ability for manga creators to artistically utilize visual 
motifs that gain meaning through repeated use in the context of the individual 
work. The “context-sensitive” recurring icon acts as another means through 
which information, including emotion, is potentially conveyed in manga. This 
is evident, for instance, in the exaggerated expression of anger used in Zettai 
Karen Children. Indeed, the almost monstrous images of rage in that manga 
are similar to Cohn’s visual depictions of the anger keiyu,263 but they function 
as more than simply universal shortcuts. As will be seen in Chapter 6, the 
fact that these displays of anger appear comedic acts as an on-going visual 
motif to convey a sense of trust and comfort between characters compared to 
more serious and dramatic displays of anger through psychological pain and 
indignation.
As for the use of visual motifs that are “detached” from characters, these 
too can be contextualized. Placing a character against a black background for 
instance can have a number of meanings—an emphasis on the internal world 
of a character, a visual representation of fear, or even simply a portrayal of 
absence of light. However, the black background itself, by virtue of its simplic-
261. Cohn, “Japanese Visual Language,” 190.
262. Cohn, “Japanese Visual Language,” 190.
263. For Cohn’s visual representations of anger, see: Cohn, “Japanese Visual Language,” 193.
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ity, cannot automatically carry a meaning outside of the fact that it is generally 
not the default for blank backgrounds, a role typically reserved for white. 
Figure 4.13 from Cyborg 009 features a sequence of panels, starting from the 
bottom of page 188 through page 189, with a character against a black back-
ground that requires context to fully explain its meanings. The first meaning 
is quite apparent based on the immediate content: the hero, Shimamura Joe, 
receives an attack from a disembodied brain, the black background signifying 
that Joe is slowly losing consciousness. The second meaning, however, utilizes 
context that has been built up through the story itself. In Cyborg 009, Joe has 
the ability to move at speeds beyond human perception by activating a switch 
inside of his mouth, and the use of that ability is represented throughout the 
manga by black backgrounds. In order to give the panels this context, the low-
est right panel (panel 6) shows the activation of the switch in his mouth. As a 
result, the black panels take on an additional meaning, a brief instant of time 
as experienced by someone capable of moving at superhuman speed. Thus, 
manga is shown as being able to utilize not only a more general visual lan-
guage of manga but also more specific, context-reliant symbols and meanings 
that can play out over groups of panels.
Figure 4.13. The use of pure black carries multiple meanings. Source: Ishinomori Shotaro, 
Cyborg 009, vol. 2 (Los Angeles: TOKYOPOP, 2003), 188-189. 
The significant panel, the use of black and white, and the context-sensitive 
visual motif can all contribute to flow and emphasis of the page in a variety of 
ways. The rarity of the panel as pertinent unit is used as a method of punctuation, 
the ubiquity of black and white is often an integral part of page composition, and 
visual motifs, context-sensitive or otherwise, act as connective tissue through-
out a manga.
4.4. PHYSICAL AND ABSTRACT EMOTIONAL EXPRESSIONS
At this point, I return to the subjects I left aside at the beginning of the chapter, 
which are the actual “physical expression” of emotion by characters, as well as 
the use of “abstract backgrounds” to externalize the internal world of charac-
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ters. As stated previously, I did not address these subjects immediately because 
it would be all too easy to not only focus only on these most prominent and 
obvious depictions of emotion at the expense of other areas, but also because 
character emotions are expressed within the context of the greater visual lan-
guage of manga. With the concepts of flow, page composition, and panel layout 
established, however, it becomes possible to give these subjects a proper look.
As mentioned in Chapter 2, one of manga’s common features is its emphasis 
on emotion. Re-quoting Kinsella, she writes, “Manga characters tend to embody 
aspects of caricature, they have exaggerated facial expressions, they swoon, 
they sweat, they cry, they bleed, they are visibly excited, shocked, distraught, 
embarrassed, and annoyed.”264 Often characters, even when “speaking,” will 
have word balloons that ambiguously convey emotions—such as “…” and “!”—
similar to the writings of early 20th century Japanese female novelist Yoshiya 
264. Kinsella, Adult Manga, 6-7
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Nobuko.265 Schodt points to the tendency for characters in manga (especially 
shōjo manga) to have especially large eyes, which plays into the idea that “The 
human eye, and particularly the pupil of the eye, is a window on the soul, and 
one of the first places emotions are physically manifested,”266 but this has trou-
ble with characters who do not have large eyes (or do not show their eyes at all), 
and speaks nothing of using the rest of the body to portray emotion. In other 
words, depictions of characters themselves across manga are extremely varied, 
which Schodt also points out.267
Another possible method for understanding the depiction of emotion via 
physical expression comes from Miyamoto Hirohito, who writes about how it is 
that manga characters “stand out.” He describes the six elements of memorable 
characters as:
Individuality [distinguishing and unique features] … 
Autonomy or para-existence [has a background larger 
than what is immediately apparent, which some-
what resembles Itō’s idea of kyara268] . . .  Variability 
[capacity for change, which is closer to the idea of 
“character” in contrast to kyara] . . . Multifaceted qual-
ity or complexity [possesses an unexpected side] … 
Non-transparency [possesses an inner side not visible 
to others] . . . Internally Multilayered Quality [self-con-
sciousness and awareness].269 
However, Miyamoto’s approach is limited by two factors. First, it applies 
only to those characters who have turned out to be “memorable,” leaving behind 
265.  Hiromi Tsuchimiya Dollase, “Early Twentieth Century Japanese Girls’ Magazine 
Stories: Examining Shōjo Voice in Hanamonogatari (Flower Tales),” Journal of Popular 
Culture 36, no. 4 (2003): 731, accessed March 15, 2015, http://onlinelibrary.wiley.com/
doi/10.1111/1540-5931.00043/pdf.
266. Schodt, Manga! Manga!, 92.
267. Schodt, Manga! Manga!, 92
268. Itō, Tezuka is Dead, 263.
269.  Miyamoto Hirohito, “How Characters Stand Out: The Importance of Characters for 
Manga,” Mechademia 6 (2011): “What Makes Characters ‘Stand Out,’” trans. Thomas 
Lamarre, Kindle Edition, accessed February 1, 2012, http://www.amazon.com/
Mechademia-6-Enhanced-Frenchy-Lunning/dp/0816677344.
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those who arguably are not. Second, the idea that characters should have all six 
elements in order to truly “stand out” is too stringent a requirement, and there 
are many examples of characters who only possess some of those traits who are 
still very prominent. In this sense, particularly in the frame of the expression of 
emotions, it is better to think about Miyamoto’s six elements as various methods 
by which manga creators may attempt to establish identities and psychologies 
for their characters, and that these elements are conveyed through the visual 
stylizations of manga. 
While there are indeed stylistic tendencies both in terms of character 
design and frequent uses of recurring “universal” visual motifs to express emo-
tion, what can be seen from the focus on inter-panel relationships is that the 
visual language of manga, although generally placing on a certain fundamental 
level an emphasis on characters, is less reliant on the characters’ appearances 
in and of themselves than it is their physical placement in terms of page compo-
sition, as is shown in Mysterious Girlfriend X (figure 4.11). Another example can 
be seen in figure 4.14, taken from 11-nin iru! [They were 11!] The image features 
two characters, Tada, who is being mentally and emotionally overwhelmed with 
a flood of information, and Frol, who sees Tada in pain and rushes to help him. 
These expressions are exaggerated, even melodramatic, but it is just as signifi-
cant to the page that the facial expressions and physical actions do not operate 
independently. Instead, they connect to the overall panel layout and the sense of 
flow created by their expressions, relying on both the lack of specificity of indi-
vidual expressions and the subtle differences from one expression to the next 
to convey emotionally-charged situations that rely on a lack of precise and clear 
detail as to what exactly is being felt by its characters unless the full context 
is taken into account. In panel 4, the close-up on Tada’s face against the black 
background connects to the similar, larger panel next to it featuring Tada’s face 
against a white background, while its position relative to the word balloons 
which emanate from that same panel also lead the eye downwards, towards the 
image of Tada clutching his head. The ubiquitous black backgrounds and the 
emphasis on the face point towards the character’s mind, as does the continued 
use of black. When combined with the previously established context where the 
character is shown to have the ability of telepathic intuition, figure 4.14 shows 
not only the importance of the mind (and as is revealed shortly after, memory), 
but that the character’s powerful reaction has something to do with his ability. 
A similar use of physical expressions can be seen in 7 Billion Needles (figure 
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4.15), where the alien Horizon speaks to Hikaru for the first time. Hikaru’s facial 
expressions combine with the irregular shapes of the panels to convey the idea 
that she feels her internal world being violated by an alien presence (this idea 
will be elaborated upon in Chapter 5.2).
Figure 4.14.  The character Tada is shown to be slowly overwhelmed by his own psychic 
empathy, as expressed through multiple panels. Source: Hagio Moto, 11-nin iru! [They were 
11!], Shogakukan Bunshō Edition (Tokyo: Shogakukan, 1994), 82-83.
Panels 1, 2, and 3:  “To maintain a constant heat level and as an immune response to 
protect the skin, white crystals form in order to provide insulation. 
These crystals were discovered by Dell, hence the name “Dell’s Red 
Spot Disease. The virus grows rapidly.”
Panel 4:  “High fever. Red spots. Vomiting. A prophylactic medicine, and a vaccine 
made from the weakened virus. We’re out of supply. We don’t have any more 
mice.” “Tada!”
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Figure 4.15. Faces and abstract backgrounds communicate emotion together. Source: Tadano 
Nobuaki, 7 Billion Needles vol. 1 (New York: Vertical, Inc., 2010), 28-29.
In terms of abstract backgrounds being used to express emotion, both 11-nin 
iru! and 7 Billion Needles show how this concept is better viewed in terms of its 
relation to panel layout and flow. While abstract backgrounds imply a portrayal 
of the “internal” in contrast to the more “external” depiction of physical actions, 
they can also be used in conjunction and then made more complex through the 
manga page. Figures 4.14 and 4.15 both use flat, non-realistic backgrounds to 
focus on the characters’ emotions, but it is their persistence across multiple pan-
els that cause their respective depictions of emotion to build up continuously. A 
heavy use of black can be seen in figure 4.14, with specks of white varying in size 
according to Tada’s mental pain, and the panel before Tada clutches his head 
gains context both in terms of his expression and the fact that it is not a black 
panel, further emphasizing that sudden sense of shock. Similarly, in figure 4.15 
the backgrounds vary between white, pure black, and creative uses of screen-
tones to convey a sense of tension between Hikaru and the alien. At the same 
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time that the backgrounds focus on the characters’ faces, they also link to the 
panels surrounding them, drawing attention to both inter-panel and intra-panel 
relationships. 
In summarizing the influence of flow on the depiction of emotion in science 
fiction manga, I draw upon Thomas Lamarre’s description of anime as an art 
that presents audiences with visual and narrative spaces where the geometric/
perspectival and the flat can co-exist.270 Here, I argue that this quality is even 
more prominent when it comes to Japanese comics. As demonstrated through-
out this chapter, when it comes to manga, sequences of panels often consist of 
both three-dimensional and flat elements in a continuous stream where those 
very same elements are also simultaneously juxtaposed against each other on 
the page.
The depictions of character emotions, whether they are expressed out-
wardly towards others, or come from accessing a character’s inner psychology, 
are presented together through the use of panels as fragments of a greater 
whole. The flattening effect created by various visual elements even when 
three-dimensional space is emphasized in the artwork such that a character’s 
emotions are conveyed across multiple panels. In figures 4.14 and 4.15 (as well 
as in most of the images thus far) the bodies of the characters, the content of the 
backgrounds, placement of the word balloons, and the arrangement of panels 
all serve to emphasize the pages as a whole, while also encouraging the reader 
to look at the characters’ emotions in terms of the flowing progression. 
While this applies not merely to science fiction manga, it is within the con-
text of SF, where environment is generally important, that depictions of emotion 
can connect to the surrounding (perspectival) world and project themselves 
into the inner workings of an alternative world. Through flow and panel layout, 
the frequent association of the flat and abstract with “emotion” and the perspec-
tival and realistic with “the physical world” directly confronts the reader with 
the idea that the two exist in the same space, and within the same narrative. 
The interactions between the psychological and physical spaces of characters, 
rather than being controlled by a distinction between the internal and external, 
break that division down through visual presentation. When looking back at fig-
ure 4.7, for example, the background appears to be an abstract space similar to 
270.  Thomas Lamarre, “Structures of Depth,” in The Anime Machine: A Media Theory of Animation 
(Minneapolis: University of Minnesota Press, 2009).
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the ones used in shōjo manga, but it is in fact the actual physical environment 
that the two characters Shinji and Kaworu occupy. Its perspectival qualities are 
hinted at only in panel 4, which features an embedded knife and a thin line indi-
cating a floor. The continued presence of both the characters as their eyes meet 
and the ambiguous nature of the background draws out Shinji’s inner conflict 
over his feelings towards Kaworu as both a friend and an enemy, and thus his 
turmoil as an individual who is both powerful (as the pilot of an EVA) and pow-
erless (his position and his society force him to harm those closest to him, thus 
harming himself on a psychological level).
By showing how emotions in manga are not contained to singular panels, I 
have demonstrated why studying the ability for science fiction manga to convey 
and influence political ideas through emotion is best served by paying atten-
tion to the portrayal of emotions through multiple panels and pages. Therefore, 
whether panels are used as pieces of a greater whole or whether a particular 
depiction of emotion in a single panel is given greater context by the visual infor-
mation surrounding it, the page, its inter-panel and intra-panel relationships, 
and the concept of flow are all essential to my visual study of emotion in science 
fiction manga.
4.5. CONCLUSION: THE PROGRESSION OF VISUAL EMOTIONS
In order to more effectively view the expression of emotion in manga, it is neces-
sary to understand the visual relationship between many different elements of 
the manga page when compared to other forms of comics. While various creators 
and scholars have argued in favor of some unique aspect of comics or manga, 
whether that is the “balance” between image and text, or that the expressive 
qualities of manga derive from either the use of “film-like” angles or a “univer-
sal” system of icons, it is actually the relative insignificance of the individual 
panel, as pointed out by Itō Gō and Natsume Fusanosuke, that drives expres-
sion in manga. Along these lines, I have shown that, by utilizing a double-linear 
approach to expressing information (including emotions and narrative) the 
panel sequence and by extension the page become, in the words of Thierry 
Groensteen, the “pertinent units” of manga. 
Manga uses both inter-panel and intra-panel content together to drive a 
specific viewing order and to control narrative pace. It is both the intra-panel 
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relationship of framed contents and the inter-panel relationship occupying the 
page that dictates how emotion is visually expressed. Panels cannot be thought 
of merely as recomposed film shots arranged onto pages, and instead are uti-
lized based on the idea that panel layout and page composition, elements which 
emphasize the two-dimensionality of the page, are especially important to 
manga as a visual language and art form. This in turn conveys a strong sense 
of “flow,” or the sense that a manga creates a smooth and continuous reading 
experience from one visual element to the next, a process that further empha-
sizes groups of panels instead of individual ones. This can even be seen in how 
manga utilizes other visual techniques: the rare “pertinent” panel that acts as 
the culmination of what has come before it, the use of black and white in consid-
ering page composition, and iconic visual motifs, especially ones created in the 
contexts of the works themselves, all work to place focus on the panel sequence. 
Thus, when looking at the most prominent sources of emotion in manga, the 
physical expressions of characters and the use of abstract backgrounds to por-
tray their internal psychological worlds, these elements are best understood in 
terms of how manga conveys information across multiple panels and even the 
entire page.
In the previous chapter, I presented two important elements to consider 
when studying the effects of emotion in science fiction: the effects of the science 
fictional world on emotions and the effects of emotions on the science fictional world. 
This chapter has thoroughly explored how manga conveys information visually, 
thereby forming a basis for understanding how to study these two intertwined 
concepts in terms of science fiction manga. In the next chapter, I begin my more 
detailed analyses of specific works of SF manga to see how the visual portrayal 
of emotion in SF manga conveys political and science fictional ideas.
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CHAPTER 5:  7 BILLION NEEDLES AND EMOTION  
AS SF CATALYST
This chapter is the first of three in-depth analyses of science fiction manga in 
this dissertation, and looks at 7 Billion Needles (2008-2010, hereafter 7BN) by 
Tadano Nobuaki in order to demonstrate more thoroughly how emotion is visu-
ally expressed in an SF manga, as well as to explore how greater emphasis on 
emotion can affect the trajectory of a novum. Adapted from the classic 1949 
American science fiction novel Needle271 by Hal Clement (a title which is undoubt-
edly SF by all but the absolute strictest definitions of the term), the reason that 
7BN is the first in-depth exploration of SF manga in this dissertation is due to the 
fact that it is an adaptation of an existing work of science fiction, thus providing 
a clear and comparable use of the same essential novum. Tadano’s manga, like 
Clement’s novel, is based on a human’s relationship with a symbiotic alien crea-
ture, but interprets the contents of the novel fairly loosely by introducing many 
fundamental changes to the narrative. Compared to Clement’s story, where the 
sheer wonderment of living alongside an alien permeates the science/detective 
fiction-style narrative direction of Needle, 7BN places the interaction of emotion 
and novum at the center of its narrative. The manga uses this relationship to 
reach specific ideas that the original novel has greater difficulty exploring given 
its structure and aims, namely the political potential of dialogue as a form of 
emotional self-discovery.
While this analysis is based on utilizing a particular methodology to study 
7BN as a manga in contrast to the prose of Needle, Tadano’s version significantly 
alters certain basic concepts of the original story such that changes which are 
made to suit the medium of comics and the specific stylistic trends of manga,272 
271.  In fact, the name 7 Billion Needles is based on Needle’s Japanese title, 2 Billion Needles, both 
referencing the Earth’s human population at the time of each story’s respective creation.
272.  For that matter it may be difficult to determine what would be a “comic” choice and what 
would be a “manga” choice.
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personal choices on the part of the creator or his collaborators, and adjustments 
meant to cater to a certain audience of readers can be difficult to categorically 
separate. In addition, the differences between the two titles could be attributed 
to different target audiences, with Needle originally appearing in Astounding 
Science Fiction in 1950, a magazine devoted to SF and thus garnering an audi-
ence specifically interested in it, as opposed to 7 Billion Needles which began 
publication in Gekkan Comic Flapper [Monthly comic Flapper] in 2008, a maga-
zine that courts the Japanese otaku audience and runs works ranging from occult 
fantasy to detective mysteries. However, while not every change to the narrative 
and themes of Needle in the creation of 7BN (of which there are many) can be 
traced purely to the “manga-like” properties of 7BN, it is still possible to observe 
how the elements of manga, especially the paneling involved in it, have an effect 
on the conveyance of the novum and the expression of emotion, as well as how 
those two qualities interact with each other. By looking at the emotion-novum 
relationship through the aesthetic qualities of manga, especially the use of flow 
and page composition to structure its visual presentation, it becomes possible 
to see in greater detail how the conveyance of emotion can function as a compo-
nent of an extrapolated novum.
5.1. THE EMOTIONAL CONTEXT OF THE PROTAGONIST
The original Needle is the story of an average teenage boy named Robert “Bob” 
Kinnaird, whose body is inhabited by an intergalactic police officer known as 
the Hunter. Coming from an alien species of small, amorphous symbionts,273 
creatures that inhabit hosts in mutually beneficial relationships, the Hunter 
also confers upon Bob rapid regeneration from even fatal wounds, among other 
abilities. Bob agrees to aid in its mission, to find a criminal symbiont known 
as the Killer, and together the two engage in a mutual relationship of learning 
and discovery about their respective species. Through investigation and logical 
273.  Referred to as “symbiotes” in Needle, Clement would correct this error in the sequel, Through 
the Eye of a Needle and change it to “symbionts.” For the sake of consistency, this essay 
also uses “symbionts” to refer to not only the alien beings of Clement’s novels but also the 
unnamed aliens of 7 Billion Needles. Hal Clement, Through the Eye of a Needle, Kindle Edition 
(London: The Orion Publishing Group, 2011), accessed May 8, 2013, http://www.amazon.com/
dp/B005OAHE7I.
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deduction, the two ultimately find the Killer, driving it out and eliminating it. 
The story concludes with the Hunter deciding to remain in Bob’s body and the 
two continuing their partnership.
The use of the term “average” to describe Bob in the summary above spe-
cifically refers to his design as a naturally inquisitive boy who is fairly athletic, 
reasonably intelligent, well-liked, and has a core group of friends. Average not 
only in character traits but also disposition in that he lacks any sort of signifi-
cant emotional duress by default, he is “neutral” in value to a post-World War II 
American audience of science fiction readers as a means to primarily emphasize 
the novum. This novum, shared by both Needle and 7BN, asks what would hap-
pen if symbiotic aliens lived within us and influenced their hosts both physically 
(through changes in biology) and mentally (the act of learning), but while the 
first volume of 7BN follows a roughly similar narrative progression as Needle, the 
manga also discards the “neutral protagonist.” Even though the manga follows 
the same basic premise (with the Japanese teenage girl Takabe Hikaru replac-
ing Bob, and the equivalents of the Hunter and the Killer being referred to as 
“Horizon” and “Maelstrom” respectively), the differences between Hikaru and 
Bob alone create a markedly different context for the novum. In contrast to Bob, 
Hikaru mentally and emotionally shuts out the world around her, has trouble ini-
tiating conversations, is at odds with her teachers and classmates, and must deal 
with the traumatic loss of both of her parents, especially her father’s. Hikaru, 
though she is in some respects also an average existence, is not a blank slate 
for the novum to show its effects. Rather, she acts as someone whose specific 
problems greatly alter her perspective before she ever encounters any extrater-
restrial life.
The psychological differences between Hikaru and Bob are evident in 
the ways they are presented to the reader. Figure 5.1274 comes from Hikaru’s 
first appearance in 7BN and immediately presents her as an individual who 
approaches the world and her own trauma primarily through her emotions. 
Hikaru’s physical body repeats throughout, contrasting with the background 
due to the fact that everything else is comprised primarily of “gray” screentones 
while Hikaru’s figure consists mainly of solid blacks and whites. Every other 
panel features her facing in the same direction, towards the left edge of the 
page. The panels themselves bleed to that edge, so her stare appears to go fur-
274. Seen also in figure 4.12.
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ther out. On the page, one panel is clearly the largest, but it is matched in overall 
size and position by the column of panels to its left, rendering both columns as 
equally significant on the page and generating a sense of importance of Hikaru’s 
internal world over the environment around her. The repetition of her figure con-
trasting against the background, the subtle range of facial expressions, and her 
words, which suggest a sort of nostalgia or reminiscence, all work to create the 
sense of an individual who is actually quite emotional but tries hard to appear 
otherwise. For the last panel in figure 5.1, the use of white in contrast to the dark 
sky in the other panels lends more significance to Hikaru’s thoughts about an 
island, which she is referencing as a part of her past.
Figure 5.1. The page composition draws 
attention to Hikaru’s emotions, and how 
they define her character. Source: Tadano 
Nobuaki, 7 Billion Needles, vol. 1 (New 
York: Vertical, Inc., 2010), 5.
7BN establishes Hikaru as 
someone who lives by her emotions 
first, reacting very personally and 
many times even selfishly to her 
environment and circumstances. 
Before she even becomes aware 
of the symbiotic aliens, Hikaru is 
shown to deliberately distance her-
self both mentally and physically 
from the people around her, notably 
through the use of three key visual 
motifs as seen in figure 5.2: a distant 
gaze, a tendency to look sideways 
to avoid eye contact, and a pair of 
headphones. These traits become 
not only the focus of many of the panels in which she is present, but also act 
as a way of dictating the flow of the page through the direction of her gaze (a 
common technique in manga), for example by having the gaze lead directly into 
the next panel, which also has the effect of emphasizing Hikaru’s inner feelings, 
unstated or otherwise.
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Figure 5.2. A variety of visual motifs indicate Hikaru’s willful isolation. Source: Tadano Nobuaki, 
7 Billion Needles vol. 1 (New York: Vertical, Inc., 2010), 14-15.
In comparison, Needle describes Bob so as to emphasize his well-adjusted 
disposition and the relative ease of his everyday life:
To the boy the return to school, assignment to a room, 
and meeting with old acquaintances were by now 
familiar, but to the Hunter every activity and every-
thing he saw and heard were of absorbing interest…. 
He looked and listened almost feverishly as Bob went 
to his room, unpacked, and then wandered about the 
dormitory meeting friends from former terms.275
275.  Hal Clement, “Needle,” The Essential Hal Clement Volume 1: Trio for Slide Rule and Typewriter 
(Framingham, MA: The NESFA Press, 1999), 43.
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. . . 
Robert Kinnaird had been a member of the school foot-
ball team during the fall…. Bob, reconstructing one of 
the more exciting moments of the game to prove his 
point in an argument, slipped and twisted an ankle 
severely enough to put him to bed for several days.276
7BN consistently juxtaposes science fictional extrapolation of its novum 
with a protagonist whose rejection of the world gives her a specific perspective 
that runs counter to the ideal SF protagonist for whom curiosity is central to their 
function as the everyman. Bob, as an “average” teenage boy, is assumed to be 
a neutral subject for the thought exercise that is the alien cohabitation of the 
human. Hikaru, however, presents a different case, where her traumas make her 
interpretations of and responses to the presence of an alien in her body a product 
of her particular circumstances, which are then also altered by the process of 
symbiosis in specific ways.
In both Needle and 7BN, there is a point at which the symbiont successfully 
establishes verbal contact. The exact mechanisms by which this is accomplished 
in each story differ,277 but the important distinction between the two narratives 
in regards to the interaction of psychology and emotion with the novum comes 
from how they react to this knowledge. Although Bob is initially shocked by 
the presence of the Hunter, their first meeting establishes the inquisitiveness 
and tendency towards investigation of both the characters and the narrative 
of Needle as described above. After proving its existence, Bob asks the Hunter, 
“Wh-who are you? And where are you? And how-?” The story proceeds to point 
out that “questions flooded into his mind faster than he could utter them,”278 
suggesting that curiosity is his first response. In figures 5.3 and 5.4,279 however, 
Hikaru’s reaction is significantly different: after Horizon explains its existence 
and why it inhabits her body,280 Hikaru says, “What’s with this voice? Get out of 
276. Clement, “Needle,” 45.
277.  The Hunter modifies Bob’s sense of sight to perceive specific words and images, while 
Horizon vibrates Hikaru’s eardrums to simulate speech.
278. Clement, “Needle,” 59.
279. Also appearing as figure 4.15.
280.  In 7BN, Horizon’s crash landing on Earth accidentally obliterates Hikaru’s body, and Horizon 
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my ears! Leave me alone!”281 Hikaru’s default response is rejection and retreat, 
showing how her personal difficulties overwhelm her everyday life even when 
confronted with such a highly unusual situation, altering the meaning of the 
close encounter with a symbiont. The manga presents Hikaru’s rejection of 
Horizon as a moment of interaction between her psychology and the novum, 
building up to that exclamation through a heavy visual emphasis on Hikaru’s 
perception of their first meeting. This perception derives not so much from fear 
over an alien being in her body, but fear with respect to the idea of letting others 
get close to her.
Figure 5.3. Hikaru reacts to the alien’s presence primarily in terms of her desire to maintain her 
isolation (part 1). Source: Tadano Nobuaki, 7 Billion Needles, vol. 1 (New York: Vertical, Inc., 
2010), 26-27.
resides in Hikaru to repair her body in compensation.
281. Tadano Nobuaki, 7 Billion Needles vol. 1 (New York: Vertical, Inc., 2010), 28-29.
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Figure 5.4. Hikaru reacts to the alien’s presence primarily in terms of her desire to maintain her 
isolation (part 2). Source: Tadano Nobuaki, 7 Billion Needles vol. 1 (New York: Vertical, Inc., 
2010), 28-29.
In figures 5.3 and 5.4, Hikaru is initially shown with headphones on and a 
surprised look on her face, standing against a black background. This sole black 
panel on the right side of figure 5.3 creates a visual contrast between it and the pre-
dominantly white panels on the rest of the page, while also acting as one of many 
panels strewn throughout the manga which in context highlight Hikaru’s isolation 
and emotional distance. The panels become increasingly less rectangular while 
also containing close-ups of Hikaru, a combination which extends into figure 5.4, 
depicting a growing sense of tension and unease in Hikaru, as well as an inability 
to return to her normal, closed-off mental state. In this context, Hikaru’s removal of 
her headphones in figure 5.3 is the beginning of a change in Hikaru that forces her 
to confront her continued resistance against opening up to others because the act 
inadvertently exposes her to the cacophony of conversation happening around her, 
the very outside world that she tries to avoid. On the very next page Horizon manages 
dissertation_text.indd   114 4/28/15   9:14 AM
7 BILLION NEEDLES AND EMOTION AS SF CATALYST  • 115
to speak to Hikaru anyway, showing how Horizon is a part of Hikaru, thus rendering 
her self-imposed isolation physically and literally impossible. As Horizon bypasses 
Hikaru’s headphones, one of the symbols of her rejection of others, the visualization 
of their encounter also shows how her subsequent shock and dismay is not so much 
the result of an alien entity living inside her, but more from a being trespassing upon 
the closed-off mental and emotional world that Hikaru has delineated for herself.
Through these pages, 7BN firmly establishes that Hikaru is not the naturally 
inquisitive type that Bob is, and resists the science fictional world in a way that is in 
fact rather uncommon in traditional SF and utopian fiction. As stated in Chapter 3.2, 
although there is often a moment of shock for an observational character in utopian 
and science fiction, such resistance is generally a means of showing how different 
the world is (in other words, the means towards cognitive estrangement), and gives 
the protagonist an opportunity to learn about and adapt to it, as is the case with Bob 
in Needle. With Hikaru in 7BN, however, the idea of the human-alien symbiotic rela-
tionship is not presented in a desired neutral or objective fashion open to the science 
fictional concepts contained within, but is rather continuously processed and filtered 
through Hikaru’s individual psychology. When presented with something new and 
unreal, Hikaru is shown defining that experience largely in terms of her personal 
values derived from those seemingly irrational emotions (as opposed to Bob’s more 
overtly scientific and logical mindset), which in turn affects her interactions with the 
alien symbionts by factoring her psychology into them. Hikaru’s self-centered nature 
is thus evocative of sekai-kei,282 as well as its young adult SF counterpart, the self-cen-
tered, “you-me” story type as described by Farah Mendlesohn.283 In fact, Hikaru as a 
character is based on a previous work from Tadano, Hikikomori Headphone Girl, about 
a girl who also isolates herself from the world and her life-changing encounter with a 
mysterious boy.284 At the same time, 7BN also results in an exploration more complex 
than Mendlesohn’s “you-me” label is meant to imply. Rather than simply presenting 
Hikaru as the center of the world or encouraging a non-scientific or ignorant approach 
to that world, 7BN uses Hikaru as a different type of protagonist to process the com-
plexities of its concept and setting in terms of her subjective point of view.
282.  Azuma Hiroki, Game-teki Realism no tanjō: Dōbutsuka suru Postmodern 2 [The birth of game-
like realism: the animalizing postmodern 2] (Tokyo: Kodansha, 2007), 96.
283.  Farah Mendlesohn, The Inter-Galactic Playground: A Critical Study of Children’s and Teens’ 
Science Fiction (Jefferson, NC: McFarland, 2009), 15.
284.  Tadano Nobuaki, “Hikikomori Headphone Girl,” in 7 Billion Needles, vol. 4 (New York: Vertical, 
Inc., 2011), 152-182.
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5.2. CLOSE ENCOUNTER OF THE EMOTIONAL KIND
In Clement’s novel, it is not long after the Hunter contacts Bob that the boy decides to 
work together with the symbiont. Once the initial confusion referenced in the previ-
ous section passes, Bob as the inquisitive teenager cooperates with the Hunter and 
engages in detective work to find clues to the whereabouts of the Killer, all the while 
exchanging information about their respective species. With Hikaru, however, the 
steps by which she agrees to aid the alien are rooted heavily in her emotional perspec-
tive and her resistance towards communication, and the exchanging of information 
is more an understanding of the other’s personal psychology rather than of the facts 
or ways of thinking of their respective species. Although Horizon contacts Hikaru as 
seen in figures 5.3 and 5.4, Hikaru does not interact with Horizon so much as talk at 
the alien to make her feelings known without acknowledging its intent, and begins 
to truly communicate with Horizon only after a near-fatal encounter with Maelstrom. 
Upon meeting, the renegade alien severs Hikaru’s arm and escapes, which forces 
Horizon to take over her body and repair the damage before explaining to Hikaru 
the situation at hand. The portrayal of Horizon re-attaching Hikaru’s arm, seen in 
figures 5.5 and 5.6, draw attention to the differences in their emotional perspectives 
or, in the case of Horizon, lack thereof.
Figure 5.5. The panel flow changes between Hikaru’s and Horizon’s perspectives, with greater 
emphasis on Hikaru’s emotions (part 1). Source: Tadano Nobuaki. 7 Billion Needles, vol. 1 
(New York: Vertical, Inc., 2010), 70-71.
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Figure 5.6. The panel flow changes between Hikaru’s and Horizon’s perspectives, with greater 
emphasis on Hikaru’s emotions (part 2). Tadano Nobuaki, 7 Billion Needles, vol. 1 (New York: 
Vertical, Inc., 2010), 72-73.
In figure 5.5, Horizon has taken over Hikaru’s body. The two pages 
focus mainly on Horizon’s cold and rational assessment of the situation, 
indicated by the utter lack of expression on the Horizon-controlled Hikaru 
(hereafter H. Hikaru) as it reattaches Hikaru’s arm and does not react to the 
heavy amounts of blood splattered across the floor. Figure 5.5 also devotes 
multiple panels to the restoration of her arm, thus emphasizing the method-
ical approach Horizon takes. More than simply showing Horizon’s logical 
nature, this portrayal provides a strong point of contrast to Hikaru, who in 
the pages immediately afterward reacts in the opposite manner compared 
to Horizon (figure 5.6). Unlike H. Hikaru’s blank facial expressions, Hikaru’s 
displays shock and dismay. Whereas every panel in figure 5.5 features 
either backgrounds or focuses heavily on small details such as the blood 
stains or the process of repair on Hikaru’s arm, most of the panels of figure 
5.6 draw attention to Hikaru’s face. Five out of nine panels in figure 5.6 uti-
lize abstract backgrounds that also bring the focus onto Hikaru’s reactions. 
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Hikaru’s speech reflects this as well, in the terseness of her outbursts, the 
placement of the word balloons, and in the fact that her words are primarily 
about expressing her own personal state of confusion owing to the loss (and 
re-gaining) of her arm. The manga juxtaposes the actions and responses by 
Hikaru and Horizon in order to emphasize the role of Hikaru’s emotions in 
interacting with the novum.
7BN also highlights this difference by having the panel flow directed 
by different elements depending on whether Hikaru or Horizon is the focus. 
With Hikaru, the flow is dictated by Hikaru’s physical expressions, specifi-
cally her shocked and exasperated cries. After Horizon relinquishes control 
of her body, the panels focus on Hikaru’s face, their positioning bringing 
attention to Hikaru’s emotional reactions one panel after the other, which 
transition back and forth between confusion and anger. For Horizon’s pan-
els, however, the pacing is slowed, giving the impression of a roaming eye. 
As Horizon reattaches Hikaru’s arm and assesses the situation, the reader’s 
view is directed through cues associated with the environment, as opposed 
to psychological or emotional expression. For Hikaru, flow is created and 
fostered by the immediate contrast between Hikaru’s physical expressions, 
while for Horizon visual priority is given to the objects and environment 
surrounding it, a view that focuses on the “external” as opposed to Hikaru’s 
prioritization of the “internal.”
Horizon mentions that this conversation is their first “true exchange,”285 
which brings attention to its significance as a breakthrough for Hikaru and 
her mental self-isolation. Although it is possible to read this development as 
an example of 7BN abandoning its science fictional roots for a story in favor 
of the emotional development of Hikaru, consider the novum of Needle and 
7BN: what would happen if symbiotic aliens lived within us and influenced us 
both physically and mentally? In the case of Hikaru as a specific individual 
who represents not a “neutral” person but one whose psychological problems 
affect every aspect of her life, this alien presence completely circumvents the 
methods by which Hikaru silences and isolates herself from the world around 
her by forcing Hikaru into a perpetual state of dialogue that she cannot avoid. 
This creates a space of conflict and resolution within Hikaru that she could not 
285. Tadano, 7 Billion Needles, vol. 1, 75.
dissertation_text.indd   118 4/28/15   9:14 AM
7 BILLION NEEDLES AND EMOTION AS SF CATALYST  • 119
achieve without the novum, similar to the concept of “Human Instrumentality” 
in Neon Genesis Evangelion, where humanity as a whole shares a mind so that 
every individual may resolve their own problems.286 The influence of an alien 
symbiont on Hikaru’s physical state is shown through her superhuman ability 
to reintegrate a severed limb, but the mental transformation she undergoes 
is also clearly evident, and it relies on that emotional component of Hikaru’s 
character.
Both the novel and the manga build up to a direct conflict with the crim-
inal alien, but the events surrounding that confrontation differ tremendously 
in terms of narrative and thematic values. For Needle, the Hunter and Bob’s 
confrontation with the Killer is a culmination of Needle’s emphasis on discov-
ery, learning, and scientific deduction.287 In 7BN, although there is a small 
amount of detective work that goes into finding Maelstrom, it is a minor point 
compared to the psychological and therapeutic changes that occur in Hikaru 
as a result of Horizon. Instead, it is more important that the mission to find 
Maelstrom forces Hikaru out of her isolation, and that in the search for clues 
she ends up opening herself to other humans as well, befriending two girls 
named Saya and Nao. Although this could be seen as less intellectually stimu-
lating than Needle’s detective approach, it also signifies the level of impact and 
change the alien presence (i.e. the novum) has on Hikaru. The context of the 
story turns this normal image of girls becoming friends into something more 
significant within the SF narrative, as the frivolousness of the girls’ conversa-
tion with Hikaru (about which member of a band is cutest) has a deeper impact 
as a result of the psychological change she undergoes because of Horizon. 
This connection is highlighted in a scene where the two girls forcibly remove 
Hikaru’s headphones (figure 5.7) because, like Horizon, they are able to bypass 
Hikaru’s emotional barrier, though they are only in a position to do so because 
of Horizon’s influence on Hikaru.
286.  Neon Genesis Evangelion, Platinum Complete, directed by Hideaki Anno (1995-96; ADV Films, 
2005), DVD.
287.  The Hunter and Bob realize the Killer is residing in Bob’s father because the Killer’s regenera-
tive abilities made the normally careful Mr. Kinnaird unconsciously reckless.
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Figure 5.7. The science fictional act of Horizon forcing Hikaru out of her isolation is replicated 
to a lesser extent by two human girls. Source: Tadano Nobuaki, 7 Billion Needles, vol. 1 (New 
York: Vertical, Inc., 2010), 122-123.
Like in the original Needle, volume 1 of 7BN ends with Horizon and Hikaru 
fighting the rogue symbiont, but the direction the manga takes from that point is 
very different from the novel, and involves not only Hikaru’s continued personal 
growth but also the transformation of the aliens themselves. The novel’s sequel, 
Through the Eye of a Needle (hereafter TEN),288 takes place when Bob is an adult 
who has been with the Hunter for many years. Two main narrative threads drive 
TEN: figuring out the identity of someone who is trying to harm Bob, whom they 
fear might be the Killer back from the dead, and dealing with the breakdown of 
Bob’s body as a result of his long-term exposure to the Hunter. Through a pro-
cess of deduction they discover that Bob’s assailant is a curious young boy who 
288. Clement, Through the Eye of a Needle.
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has been testing Bob’s regenerative abilities derived from the Hunter, while they 
manage to trigger a signal to contact the Hunter’s comrades (who are able to heal 
Bob), thus showing how TEN maintains the investigative process that character-
izes Needle.
In contrast, while both stories feature protagonists who have become 
more comfortable with their symbionts, the continued detective fiction-style 
narrative in TEN differs greatly from how 7BN and its focus on Hikaru 
resolving her trauma and the consequences that come out of doing so. For 
instance, not only does Hikaru become increasingly familiar with Horizon, 
but Maelstrom (whose equivalent in Needle perishes by the first novel’s end) 
also becomes an ally integrated into Hikaru’s physiology as an indirect con-
sequence of her emotional transformation. As a result, the manga diverges 
so heavily from TEN that comparisons between the two narratives become 
increasingly tenuous. The disparity between the two continuations under-
lines how the changes in 7BN affect the interpretation of the novum, in the 
sense that the presence of emotion can not only help to frame the ideas of 
the story in a different light but can also present new ones as well. The inter-
actions between emotion and novum build on each other, creating more 
complex and elaborate views of the original concept of symbiotic relation-
ships altering humanity. 
5.3. EMOTION AS “NOVUM”
As Hikaru becomes accustomed to the symbionts and solves her inner tur-
moil, 7BN uses a number of visual techniques to both convey the psychological 
changes brought about by her interactions with the two symbionts and how 
her physical expressions change. In looking at the visual motifs representing 
Hikaru’s isolation—her headphones, her distant stare, and her tendency to avert 
her gaze—all three are significantly reduced in later volumes as Hikaru becomes 
more comfortable with the symbionts and more at peace with herself. As shown 
in figures 5.5, 5.6, and 5.7, the removal of Hikaru’s headphones is so representa-
tive of Hikaru breaking away from her emotional isolation that the near-absence 
of them in later volumes indicates the fact that Hikaru no longer feels the need or 
desire to retreat. Even the two instances where Hikaru wears headphones after 
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volume 1 are either symbolic or abstract, referencing a past or regressed version 
of her. The first reappearance comes at the end of volume 2, inside a world of 
Hikaru’s memories created by Maelstrom, who gives Hikaru the headphones as 
a means to block her painful memories and trap Hikaru in her own mind (figure 
5.8). The second instance comes towards the beginning of Volume 4, taken from 
the memories of Hikaru’s aunt. In this context, the headphones imply the old 
Hikaru, before she was able to open up to others (figure 5.9). The headphones 
suggests isolation as a component of Hikaru’s old self without necessarily hav-
ing to explicitly focus on it.
Figure 5.8. The headphones threaten to return Hikaru to her emotional isolation. Source: 
Tadano Nobuaki, 7 Billion Needles, vol. 2 (New York: Vertical, Inc., 2010), 146-147.
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Figure 5.9. The past Hikaru is shown with the headphones that represented her emotional iso-
lation. Source: Tadano Nobuaki, 7 Billion Needles, vol. 4 (New York: Vertical, Inc., 2011), 12-13.
By the final volume of 7BN, the distant stare and aversion of gaze disap-
pear as defining traits of Hikaru as well. In figure 5.10, in addition to the lack of 
headphones, Hikaru stares directly at another character, declaring her desire to 
save everyone.289 At this point, Hikaru still tends towards emotionally-charged 
expressions, but has expanded her range of consideration to include others, 
namely her friends and family. Her stance, much more confident and powerful 
when compared to volume 1, is highlighted by the increasing look of determina-
tion on Hikaru from one panel to the next in figure 5.10.
289. Tadano Nobuaki, 7 Billion Needles, vol. 4 (New York: Vertical, Inc., 2011), 75.
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Figure 5.10. Hikaru no longer demonstrates the three visual motifs found in figure 5.2, thus 
showing the changes that have occurred in her as a result of her interactions with the symbi-
onts. Source: Tadano Nobuaki, 7 Billion Needles, vol. 4 (New York: Vertical, Inc., 201), 12-13.
These changes in Hikaru are the evidence of her exposure to Horizon, but 
the manga also eventually presents the symbionts as beings capable of change 
despite appearing otherwise. This is accomplished by showing how Hikaru, 
as an emotional individual whose own perspective on the world is constantly 
changing due to her contact with the aliens, can herself exert an influence on 
the psychology of the aliens. Emotion becomes incorporated into the science fic-
tional narrative, not only as something to be influenced by the novum but also 
to be an influence on it, transforming Hikaru’s emotions into a type of “nested 
novum”—a source of drastic change or innovation for the characters within the 
SF narrative itself—because of how they affect the symbionts during their own 
long-term exposure to Hikaru. Her function as an in-narrative source of cog-
nitive estrangement for the symbionts, as well as the reciprocal psychological 
relationship between these three characters, thus becomes an opportunity for 
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“emotionally cognitive” estrangement in the reader. While the novum is meant 
to be the “scientific novelty” that differentiates the SF world from our own,290 
here, though not named as such, the very concept of the “novum” appears within 
the fiction itself. 
This initial change in the symbionts comes in two forms. First, exposure 
to Hikaru causes the symbionts to realize that their motivations are tied to the 
natural order of the universe, what the story later shows to be a greater system 
of evolutionary checks and balances. Second, they begin to develop emotions 
such as love, an inherent desire for freedom, and sentimentality, which allow 
them to act in ways that run counter to their own natural tendencies without 
needing overtly logical reasoning processes behind those actions. Programmed 
with biological directives to fulfill (Maelstrom attempts to eliminate all life on 
any planet it appears on, while Horizon works to destroy Maelstrom), the manga 
expresses the significance of having the two symbionts break free from the lim-
itation of their circumstances through their interactions with Hikaru. In volume 
2, Maelstrom explains that both it and Horizon have been unwitting parts of 
an endless cycle of destruction and regeneration: every time they destroy each 
other, they are both revived with no recollection of their previous encounters, 
which causes the two to endlessly repeat their conflict as if every time is the first. 
“See, you and I are a match made in heaven. If we did remember everything, we’d 
change, like it or not.”291 Hikaru contributes to this psychological transforma-
tion, as Maelstrom explains how it is Hikaru who allowed it to have “memories” 
when previously it could not.292 Although Horizon and Maelstrom are themselves 
portrayed as agents of change in Hikaru’s life (and eventually the world), Hikaru 
becomes their catalyst for change in return, specifically allowing them to retain 
their memories and thus the potential to stray from their original ways of being.
Maelstrom challenges Horizon once more, with the loser agreeing to destroy 
itself and allow the other to do as they please, to continue their current path or to 
“become something else.”293 When Maelstrom fails to eliminate Horizon and then 
attempts to renege on the deal and escape, that action provides the very evidence 
290.  Darko Suvin, Metamorphoses of Science Fiction: On the Poetics and History of a Literary 
Genre (London: Yale University Press, 1979), 4.
291. Tadano Nobuaki, 7 Billion Needles, vol. 2 (New York: Vertical, Inc., 2010), 122.
292. Tadano, 7 Billion Needles, vol. 2, 109-110.
293. Tadano, 7 Billion Needles, vol. 2, 114.
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for Maelstrom’s claims that it is able to think beyond its previous capacity. Namely, 
it shows that Maelstrom values its newfound self-awareness. Consequently, 
although Maelstrom’s plan does not go as intended, Horizon’s decision to trap 
Maelstrom inside of Hikaru’s body, instead of killing it and allowing the cycle to 
repeat, creates a similar outcome: freedom from their preset purposes, and the 
potential to develop further outside of the confines of their original natures. 
This change between Hikaru and the symbionts has something of a parallel 
in TEN and how Bob and the Hunter have grown closer due to spending years 
together. The Hunter has become accustomed to life on Earth, and its original 
duty to its host has transformed into such a strong sense of friendship that the 
Hunter believes its emotional bond with Bob has clouded its decision-making. 
However, this also differs significantly from 7BN, where it is the confrontation 
with Hikaru’s emotions, and thus her way of being, which triggers a deeper, more 
substantial transformation in Horizon and Maelstrom, as opposed to simply 
becoming more familiar with human behavior. Because they discover emotion, 
or rather a greater range of emotions, the symbionts are able to defy their genetic 
directives, and their tenuous co-existence leads to further development of the 
science fictional narrative of 7BN.
5.4. VISUALIZATION OF ALIEN TRANSFORMATION
As the manga continues, it extrapolates the novum to explore the idea of expos-
ing the Earth long-term to extraterrestrial symbiotic life, presenting a scenario 
where animals, plants, and even humans begin to exhibit traits similar to 
Horizon and Maelstrom, merging with non-sentient genetic subspecies of the 
symbionts and altering the evolutionary path of the planet. Here, Hikaru’s emo-
tions act as the catalyst which allows the symbionts to remain on Earth in the 
first place by changing, first and foremost, the way they think about and perceive 
the universe. As the manga portrays the changes the symbionts bring upon the 
planet, it also explores the development of the symbionts into beings who use 
their discovery of deeper emotion to not only willingly cooperate with each other 
but to influence another alien life form to better understand humankind. 
Significant to the portrayal of the symbionts as aliens influenced by 
Hikaru are the methods used by 7BN to visualize them and their interactions. 
Although the manga depicts their true forms at various points in the narrative, 
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7BN deploys two specific visual representations of the symbionts with greater 
frequency. The first method involves depicting the symbionts by using indi-
vidualized and stylized word balloons that are different from the conventional 
“tailed oval” common to comics, manga or otherwise (see figure 5.11). Horizon’s 
word balloons are angular, roughly hexagonal shapes covered in “spikes,” with 
an extra border around them that approximates a “white” outline. Maelstrom’s 
word balloons are circular in shape with an outline consisting of lines radiating 
outwards. Normally used to signify the idea that the symbionts are either out-
side of a host body or not fully in control of one, the word balloons give a visual 
presence to the symbionts when they are not “visible” to human eyes within the 
world of 7BN while also carrying their own meanings. In particular, the manga 
uses them to show the ongoing process of interaction between host and symbi-
ont, and how that interaction has the potential for change and transformation. 
Figure 5.11. Abstract visual and emotional 
expression of the symbionts appear in the 
form of word balloons. Source: Tadano 
Nobuaki, 7 Billion Needles, vol. 3 (New 
York: Vertical, Inc. 2011), 72.
Figure 5.11 also shows how the 
individualized word balloons as 
visual objects are used in the narrative 
through the manga’s panel sequences 
to represent the newfound self-aware-
ness and emotions of the symbionts. In 
previous examples, Horizon’s speech 
is cold and logical, particularly in fig-
ure 5.6 when it tries to calmly explain 
to Hikaru about her missing arm. 
Although it is not a wholly emotionless 
being, expressing surprise when it dis-
covers that Maelstrom is alive, its word 
balloons help to show that Horizon is 
fully in control of itself. However, when 
Horizon discovers the existence of a genetic subspecies of itself, it inadvertently 
sends out a large burst of electricity from Hikaru while exclaiming, “Lies!!” in a man-
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ner previously unseen on the part of Horizon. Hikaru’s own reactions to Horizon in 
panels 2 and 3 of figure 5.11 serve to highlight this change, and what would have 
previously been uncharacteristic of Horizon becomes evidence of the influence of 
Hikaru on its behavior.
The other prominent visualization of the symbionts involves giving them 
humanoid forms with clear traits to signify the presence of Horizon or Maelstrom. 
When Horizon takes over Hikaru’s body (as H. Hikaru), her physical appearance 
becomes “brighter.” Her hair and eyes, as well as her clothing (which is normally 
represented in the manga through the use of screentones) are all rendered white 
(i.e. a complete lack of ink or tone to color the body beyond the outline), whereas 
when Maelstrom is in command of a human being, they become more fleshy and 
visceral, with serpentine eyes (figure 5.12). This gives the symbionts a greater range 
of expression than their amorphous bodies would allow, and because Hikaru is fre-
quently one of the human forms involved, it recalls her presence and importance to 
the narrative. Figure 5.12, the scene in which Maelstrom challenges Horizon, has lit-
tle facial variation between panels for the humanoid-form symbionts, but their use 
of these guises leaves them open to the potential to have their emotions expressed 
in a more overt manner, which happens as the two symbionts grow closer to Hikaru.
Figure 5.12. The “human” forms of the symbionts, in contrast to their abstract word balloon 
representations. Source: Tadano, Nobuaki. 7 Billion Needles, vol. 2 (New York: Vertical, Inc., 
2010), 114-115.
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In contrast to figure 5.12, figure 5.13 comes at the point when even 
Maelstrom is willing to cooperate for Hikaru’s sake. In those pages, Hikaru’s 
aunt Maki has succumbed to the rapid evolution affecting the planet, trans-
forming along with her house into a single combined organism. The two 
symbionts agree to help Hikaru save her friends and family, their reasoning 
based not in rationale or personal gain, but from a genuine desire to help 
Hikaru because of the bond that has developed between them after the sym-
bionts’ extended exposure to Hikaru and her emotions. The depiction of 
the conversation in figure 5.12 between Horizon and Maelstrom employs a 
number of methods to show the emotional development that has occurred in 
both symbionts due to Hikaru’s influence. Horizon and Maelstrom are por-
trayed as variations of Hikaru (H. Hikaru as well as a Maelstrom-dominant 
version of Hikaru, hereafter M. Hikaru), but unlike the tendency up to this 
point for it to be the visualization of the symbionts in control of a host body, 
here it describes an internal space within Hikaru shared by Horizon and 
Maelstrom. H. Hikaru and M. Hikaru appear frequently throughout each 
page, and because they are depicted as essentially “light” and “dark” ver-
sions of the same design, their repetition on the page results in a similar 
yet more complex interaction of panels when compared to the conversation 
between Horizon and Maelstrom as shown in figure 5.12. The right page in 
figure 5.13 (page 168) possesses a flow dictated by the back-and-forth con-
versation between the two that is emphasized by the contrast between white 
and black, but when the two aliens are both viewed as “Hikaru,” her figure 
creates two diagonals across the entire page, with the more prominent one 
leading from the upper right to the bottom left, roughly in the direction of the 
reading order. Additionally, when H. Hikaru and M. Hikaru are again viewed 
separately, their faces each form “triangles” on page 168 that overlap each 
other. Reflecting the importance of characters in terms of their composi-
tional placements on the page as mentioned in Chapter 4.4, the interactions 
between these three major directions create a rhythm where the visual dif-
ferences and similarities between H. Hikaru and M. Hikaru highlight their 
shared space inside of Hikaru and emphasize the degree to which they have 
moved past their old statuses.
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Figure 5.13. The panel layout emphasizes the increasing importance of emotion in both 
symbionts. Source: Tadano Nobuaki, 7 Billion Needles, vol. 3 (New York: Vertical, Inc. 2011), 
168-169.
The scene depicted in figure 5.13 shows a change of heart in Maelstrom as 
evidenced by M. Hikaru’s expressions. H. Hikaru has a constant smile, a look of 
confidence and determination, while M. Hikaru shows amazement at H. Hikaru’s 
words. The panel progression emphasizes a subtle shift in M. Hikaru’s expres-
sions and reinforces the emotional change within Maelstrom towards genuine 
concern for Hikaru. However, while the scene resembles the confrontation in 
figure 5.12, in this case both of the characters are facing in the same direction, 
which presents a sense of unity that defies their previous relationship. In addi-
tion, although each alien is usually depicted through their unique word balloons, 
the abstract space contains a conversation between just Horizon and Maelstrom 
visualized as variants of Hikaru, an unusually intimate and sentimental moment 
between the two former enemies. The space they inhabit is devoid of any sense 
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of real physicality, changing appearances but never becoming any less abstract. 
The lack of a realistically rendered, perspectival background places all empha-
sis on Horizon and Maelstrom in their Hikaru forms as they communicate with 
each other, which shows just how much they have integrated with Hikaru.
While it is difficult to compare Maelstrom and its emotional changes in 7BN 
to the Killer who dies in Needle and is only “present” in TEN in the sense that the 
characters fear it might still be alive, given the intentional similarities between 
the initial premises of Maelstrom and the Killer it can potentially be argued that 
Maelstrom’s position from agent of genocide to compassionate companion of a 
teenage girl is “un-science fictional.” The idea would be that 7BN possesses a 
kind of sentimentality that, while not entirely absent in Clement’s novels due 
to the bond between Bob and the Hunter, is a case of the power of emotion com-
pletely overshadowing the SF qualities of 7BN. What is clear from Maelstrom’s 
character, however, is that there is in fact both a heavy cognitive and emotional 
component to its psychological transformation. In order for Maelstrom to even 
have the potential to change, it needed to be capable of breaking away from its 
genocidal nature, and that opportunity is only afforded to it due to the changes 
that occur in Hikaru as a result of her interactions with Horizon. From there, 
because they forego their original purposes and retain their memories—thus 
gaining the potential to develop their range of experiences far beyond what 
they were in the past—they develop stronger emotions as a result of defying 
the seemingly natural order of the universe. This is best exemplified in how the 
cooperation between Hikaru and the symbionts allows Hikaru to use Horizon’s 
and Maelstrom’s alien abilities in conjunction to reverse the effects of the sub-
species mutations on individual organisms by absorbing them into herself, 
something they could not accomplish as adversaries. In other words, the manga 
emphasizes the importance of Hikaru’s emotional development in being able to 
lead to this change, showing how those emotions support the science fictional 
setting of 7BN as a vital component of its cognitive structure.
5.5. COMPLEXITY OF THE EMOTIONAL NOVUM
As a work of science fiction, 7BN can be seen as an expanding thought exer-
cise based around its symbiosis-themed novum, beginning with Horizon 
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as the novum and Hikaru as the subject affected by the novum. This 
thought exercise then becomes more complex as the narrative continu-
ously incorporates more components into itself and transforms Hikaru into 
a nested novum as well. One of the greatest consequences of the changes 
that occur in Hikaru, Horizon, and Maelstrom in later chapters is that they 
become able to communicate in broader ways, allowing them to reach and 
influence others involved in the process of rapid evolution. Through this, 
7BN also shows how the emotional and psychological transformations of 
Hikaru and the symbionts can in turn generate similar transformations 
in others. 
Two characters in particular are used in this capacity, the first being a 
girl named Chika. Attending the same school as Hikaru, Chika has a falling 
out with her friends and soon after begins to exhibit Maelstrom-like physical 
changes. Unlike Hikaru, Chika’s isolation is not self-imposed, but her behav-
ior is evocative of how Hikaru acted before her encounter with the symbionts. 
This sets Chika up as a character whose interactions with the novum of symbi-
otic fusion also come from a strong sense of isolation and betrayal, and whose 
similar alien transformation and emotional turmoil allow Hikaru to under-
stand and empathize with her on multiple levels. Prior to the scene in figures 
5.14 and 5.15, Chika has already been shunned by her friends and has begun to 
change into a being with bestial physical characteristics similar to the effect 
Maelstrom has on its human hosts. These pages feature Chika referring to 
Hikaru as “the outcast” while refusing her help, stating that she would prefer 
“anyone but you.”294 Because the source of her psychological pain is Chika’s 
rejection by her friends, she does not want pity from Hikaru, who has a reputa-
tion for being a loner. Shortly after Chika’s denial of Hikaru’s aid, she reveals 
her reptilian appearance, and morphs into a more grotesque and explicitly 
Maelstrom-like form. During this process, Chika is shown to only be thinking 
about her own pain, resembling Hikaru’s focus on herself at the beginning of 
the manga.
294. Tadano Nobuaki, 7 Billion Needles, vol. 3 (New York: Vertical, Inc. 2011), 98.
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Figure 5.14. Chika’s similarities to Hikaru are emphasized through dialogue, character depic-
tions, and panel layout (part 1). Source: Tadano Nobuaki, 7 Billion Needles, vol. 3 (New York: 
Vertical, Inc. 2011), 96-97.
Figure 5.15. Chika’s similarities to Hikaru are emphasized through dialogue, character depic-
tions, and panel layout (part 2). Source: Tadano Nobuaki, 7 Billion Needles, vol. 3 (New York: 
Vertical, Inc. 2011), 98-99.
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Hikaru empathizes with Chika, and the manga encourages comparison 
between the two by displaying their thematic parallels via quite literal visual 
parallels. The gutters between each panel in figure 5.14 are positioned such that 
the reader’s eyes are prompted to move primarily from a panel of one character 
to the other, back and forth, while still being aware of the entire page and the fact 
that the left page turns into two columns, one for Hikaru and one for Chika. This 
places the two characters next to each other in equal prominence. Presenting 
these similarities between the two characters first shows how much Hikaru has 
changed by presenting someone who resembles her old self, and second has 
Hikaru fulfill to a certain extent the role that Horizon had in bringing her own 
emotional resolution. While Hikaru cannot communicate as directly and forci-
bly as Horizon can, at this point she understands the importance of taking the 
other person’s emotions into account when she involves Chika in the process of 
dialogue.
The second character influenced by Hikaru and the symbionts is the 
Moderator (seen in figure 5.10), an alien being who oversees the evolution 
of life on Earth and decides to intervene upon noticing the unusual changes 
brought about by the presence of the Symbionts. The Moderator has a devo-
tion to logic and order on a level above even Horizon’s original mindset, 
and its broad view of time and space gives it a perceptual and intellectual 
advantage over human beings. For Hikaru, who thinks and reacts primarily 
based on her emotions, the mental disparity between her and the Moderator 
is too great for them to understand each other, but the manga shows how the 
symbionts (especially Horizon) are able to act as mediators between the two 
due to their exposure to and integration with Hikaru. Horizon’s “translation” 
of Hikaru’s impassioned speech into a more logical one for the Moderator 
shows how the alien is no longer the same as it was at the beginning of 7BN, 
when it mistakenly believed that its logical explanations would be enough to 
convince Hikaru to assist in its mission. Even when the three learn from the 
Moderator that the symbionts’ cycle of genocide, destruction, and rebirth 
are simply part of the universe’s natural selection process, the symbionts 
express the importance of their relationship with Hikaru and their desire to 
live as parts of Hikaru instead of as their older selves, preferring the freedom 
that has come with the growth of “irrational” desires. Horizon explains to the 
Moderator:
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All Hikaru wants is to ‘save Chika and Saya.’ I 
have never felt such a strong will in Hikaru before. 
Maelstrom and I did not induce it. Hikaru’s ties to the 
people around her gave rise to the form. I believe it’s 
the same with evolution. May it be that the future of life 
on this planet doesn’t require our interference?295
In the manga, figures 5.16 through 5.18 follow immediately after figure 5.10, 
showing how the Moderator is initially unable to understand Hikaru’s irrational 
mindset, and then subsequently how Horizon presents Hikaru’s argument in a 
way which the Moderator can comprehend. Beginning from panel 4 in figure 5.16, 
the panels depict outer space followed by natural environments. It then transitions 
into close-ups on facial expressions during which Horizon gives its explanation of 
Hikaru’s feelings to the Moderator. Then, in the first panel in figure 5.18, the manga 
returns to a wide view of the Earth floating in space. However, the meaning of the 
second image of the Earth is different from the first due to not only the dialogue 
between the characters but also the conveyance of the characters’ psychologies 
through their expressions, specifically the desire for Hikaru to save her friends and 
the symbionts’ desires to help Hikaru. The transition from wide panels emphasiz-
ing environment to ones focused on the characters’ faces is a narrowing of scope 
from the broad and universal to the personal. In this context, when the Earth is 
shown again, emotion is positioned as an element contributing to the outcome of 
the novum. The inclusion of the emotional into the debate of whether to continue 
or reset evolution can be seen in the panels immediately following in figure 5.18, 
as the Moderator wears an uncharacteristic look of surprise on its face, contrasted 
by H. Hikaru’s own confident expression (again a sign of its change). The panel 
flow created by the Moderator’s appearance in the top and bottom panels of this 
three-panel sequence shows a small change occurring in the Moderator’s think-
ing, as the Moderator also takes into account Hikaru, Horizon, and Maelstrom’s 
emotional and physical transformations. In addition, where Horizon’s view once 
was concerned primarily with environment and structures as evidenced by figure 
5.5, the panel flow now includes a greater focus on faces, once again highlighting 
its growth as a result of Hikaru.
295. Tadano, 7 Billion Needles, vol. 4, 79-80.
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Figure 5.16. Horizon “translates” Hikaru’s emotions for the Moderator, showing how it has 
evolved due to Hikaru (part 1). Source: Tadano Nobuaki, 7 Billion Needles, vol. 4 (New York: 
Vertical, Inc. 2011), 76-77.
Figure 5.17. Horizon “translates” Hikaru’s emotions for the Moderator, showing how it has 
evolved due to Hikaru (part 2). Source: Tadano Nobuaki, 7 Billion Needles, vol. 4 (New York: 
Vertical, Inc. 2011), 78-79.
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Figure 5.18. Horizon “translates” Hikaru’s emotions for the Moderator, showing how it has 
evolved due to Hikaru (part 3). Source: Tadano Nobuaki, 7 Billion Needles, vol. 4 (New York: 
Vertical, Inc. 2011), 80-81.
As additional components of 7BN as science fictional exploration, Chika and 
the Moderator function as both familiar and unfamiliar components, familiar in 
that Chika possesses similarities to Hikaru while the Moderator draws closer 
comparison to the symbionts, but unfamiliar insomuch as they provide alter-
nate perspectives for an increasingly widening sphere of influence. There are no 
such characters in TEN, only at best characters who learn about the symbionts 
and become friends and allies of Bob and the Hunter. This difference is not sim-
ply a matter of 7BN featuring particular character roles absent in TEN, but also 
a further indication of how 7BN uses emotion in a way which never occurs in the 
original novels. Emotion itself has an impact on both humans and symbionts 
by acting as a focal point for the various characters’ unique perspectives on the 
changes occurring throughout the world. Altogether, Hikaru, the symbionts, 
Chika, the Moderator, and the environment that results from rapid evolution act 
as interwoven parts that engage and conflict with each other in order to find 
resolution to the characters’ individual problems, which in turn affect their envi-
ronment and those who inhabit it. 
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5.6. SPACES OF CONFLICT AND RESOLUTION
The interactions between beings and species throughout 7BN create spaces of 
conflict and resolution through an emotional interpretation of a science fictional 
presence, a concept that connects closely with that of “utopian space.” Fredric 
Jameson writes, “Utopian space is an imaginary enclave within real social space…. 
This pocket of stasis within the ferment and rushing forces of social change may 
be thought of as a kind of enclave within which Utopian fantasy can operate.”296 
Although the spaces created and explored by the various characters within 7BN 
do not carry the same exact function as the utopian enclave in that their functions 
also address the individual within a world rather than in a purely broader context, 
these science fictional spaces of conflict and resolution work in the narrative as 
areas where different ways of thinking are forced to confront each other, with the 
potential for change present on all sides. Unlike the Utopian enclave as “imagi-
nary” and as a “pocket of stasis,” however, these spaces blur the line between real 
and imaginary, and can be said to “exist” if only in the mind of an individual, while 
also having the world and its influences bleed into that space.
The most prominent space of conflict and resolution in 7BN is Hikaru’s 
own mind. Needle and TEN possess a somewhat similar space, but whereas the 
interaction between Bob and the Hunter produces solutions based on logic and 
deduction, the equivalent interaction in 7BN is based strongly in Hikaru’s emo-
tions and her desire to avoid communication with others as a result of the fear 
she had developed due to the death of her father. Horizon first occupies Hikaru’s 
mind and acts as a source of persistent dialogue between Hikaru and Horizon 
that prevents her from retreating mentally and emotionally, a space that eventu-
ally also involves Maelstrom. This space persists throughout 7BN, transforming 
accordingly as the consequences of the actions of Hikaru and the symbionts 
become increasingly complex.
The next instance comes from the confrontation between Horizon and 
Maelstrom on the island where Hikaru had lived previously. The two symbionts 
choose to settle their conflict through Hikaru’s emotions by having the “battle” 
take place in a space based on the memories of the residents of the island, and 
making its outcome determinant upon whether or not Hikaru can overcome the 
fear and trauma she associates with her former home. The decision to have their 
296.  Fredric Jameson, Archaeologies of the Future: The Desire Called Utopia and Other Science 
Fictions (London: Verso, 2005), 15.
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confrontation based around Hikaru’s emotions is to some extent arbitrary if con-
sidering the story from a more logical or traditional science fiction perspective (the 
scene raises the question as to why it is specifically Hikaru’s emotional state which 
dictates success or failure), but its emotional significance is clear in that it revolves 
around Hikaru, the main catalyst for change in the symbionts. Additionally, when 
Hikaru resolves to save her aunt Maki by combining the symbionts’ abilities and 
separating her from the genetic subspecies inside her body, Hikaru becomes wit-
ness to her aunt’s memories, particularly those concerning Hikaru herself. It is at 
this point that the past Hikaru shown in figure 5.9 appears, and thus her aunt’s 
memories become a space for Hikaru to better understand Maki’s own desires and 
worries. The fact that it is only accessible once Hikaru integrates more with the 
symbionts also shows the significance of Hikaru’s mind as a space of conflict and 
resolution that affects the symbionts as well.
Most significantly, the Moderator’s decision to reset life on Earth, which 
has at its basis Chika’s fear of losing her connection with others, is reflected 
within a space of conflict and resolution. In order to determine the course of 
the planet should the influence of the symbionts continue, the Moderator cre-
ates an experimental space using Chika as one of the components due to her 
transformation. Chika, who is emotionally distraught, uses her Maelstrom-like 
abilities to absorb all other organisms in the experimental space such that she 
can never truly be alone, working in a manner somewhat similar to Hikaru and 
Horizon’s relationship. The Moderator concludes that this tendency towards 
absorption of other creatures would be an evolutionary dead end, as it would 
eventually lead to all life on Earth being comprised of a single combined organ-
ism. Life would disappear should that organism perish, thus necessitating the 
decision that the planet must start over. Here within the narrative, a character 
literally creates an environment for a novum to play out and incorporates the 
presence and influence of emotion in its outcome. The decision to reset life also 
arises from the fact that, although Chika was a part of this space, she chooses to 
avoid conflict by forcefully integrating everything into herself. To support this, 
7BN shows Horizon speculating that “The world as Chika wanted it must have 
existed inside of that mass.”297 
Through these examples, the manga expresses the idea that spaces of conflict 
and resolution can take into account the psychology of the minds within them, 
and that even simple emotional ideas can be considered for their potential to shift 
297. Tadano, 7 Billion Needles, vol. 4, 101.
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and transform such spaces. Emotions and psychology become part of the context 
of the world both inside and outside of those spaces, which ultimately transforms 
how 7BN presents its conclusion and the political ideas that can be derived from it.
In the climax of 7BN, the Moderator allows Hikaru the opportunity to try an 
alternate solution before it decides to reset all life. Hikaru, whose plan is to sim-
ply ask Chika for her friendship, climbs onto the dome housing the Moderator’s 
experimental space and begins to absorb the genetic subspecies which com-
prise a part of this space into herself, transforming a simulated world of buildings 
and streets into the vast “ocean” seen in figure 5.19. This two-page spread, a 
rare visual occurrence in 7BN, emphasizes how both characters are feeling at 
that moment (Hikaru is opening herself up to Chika, Chika is fearful of loneli-
ness) while acting as the culmination of their experiences with the symbionts. 
During this time, Hikaru’s body has gone from looking mostly human to becom-
ing increasingly covered in spines, tendrils, and various other growths, while 
the space of her mind, occupied already by Horizon and Maelstrom, is flooded 
with symbiont subspecies. In looking at the moment where Hikaru asks Chika 
to be her friend, the two occupy a wide space nearly devoid of visible structures. 
The most prominent objects are Hikaru and her increasingly alien appearance, 
Hikaru’s friend Saya whose body is absorbed into the environment, and Chika 
herself, who is hugging the structure surrounding Saya, while the background 
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Chika agrees to be friends, and Hikaru absorbs the rest of the subspecies, 
but the load overwhelms Hikaru and she begins to transform uncontrollably. 
The symbionts, although reluctant, resolve to leave Hikaru’s body and take 
most of the genetic subspecies with them, sacrificing the relationship they have 
formed with Hikaru while showing one last example of the benefits they have 
gained from breaking free of their original programming and learning to coop-
erate with each other. The Moderator departs without resetting life, remarking 
that, “I have learned many things… in particular that I am not always needed,”298 
and the world remains along its evolutionary path. Hikaru and Chika remain 
friends, although Hikaru still retains some of the alien biology within her, rep-
resented visually by a duck-like creature (visible in panel 7 of figure 5.13) that 
is the first symbiotic subspecies that Hikaru and the symbionts managed to 
absorb into her. This duck exists primarily in the same mental space inside of 
Hikaru occupied previously by Horizon and Maelstrom, with the duck serving 
the same basic function of being an internalized companion.
The ending of 7BN, which hinges upon the idea of offering friendship as a 
solution to the problems present in the story, is reminiscent of the criticism of 
young adult science fiction as focusing too much on “emotional satisfaction” at 
the expense of those “for whom … information was a source of desire and empow-
erment,”299 or the tendency in young adult science fiction to have a “perceived 
need … to provide a clear moral structure and a hopeful, if not happy ending.”300 
However, much like how the removal of Hikaru’s headphones in figure 5.7 is not 
merely about “girls becoming friends” but instead has its meaning altered by 
the interactions between Hikaru and Horizon prior, the context building up to 
the moment seen in figure 5.19 is important in understanding how friendship 
is used as part of its SF narrative. In regards to this scene between Hikaru and 
Chika, the previous events of the narrative involving Hikaru’s own psycholog-
ical and physical transformations, along with the actual immediate image of 
Chika and Hikaru within the Moderator’s experimental space, makes it so that 
the situation involves more than simply the idea of loneliness. This, in turn, posi-
tions that loneliness as an important factor that should not be trivialized. 
298. Tadano, 7 Billion Needles, vol, 4, 144.
299. Mendlesohn, The Inter-Galactic Playground, 52.
300.  Elaine Ostry, “‘Is He Still Human? Are You?’: Young Adult Science Fiction in the Posthuman 
Age,” The Lion and the Unicorn 28, no. 2(2004): 243, accessed June 24, 2013, http://muse.
jhu.edu/journals/lion_and_the_unicorn/v028/28.2ostry.pdf.
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The world returning essentially to normal after the massive changes caused 
by the appearance of the symbiotic subspecies also leaves 7BN potentially open 
to the criticism of young adult science fiction that in the end the protagonist 
simply returns “home.” Mendlesohn writes, “over and over again, the trajectory 
seems to be to go out in the world, learn something about the universe, and use 
this to have a reconciliation with the parental or familial unit.”301 It is clear, how-
ever, that Hikaru is not the same as she once was, and that her psychological 
transformation is the product of her emotional self being placed into multiple 
spaces of conflict and resolution with the symbionts and even Chika and the 
Moderator. Rather than it being a return to how things “were,” implying a static 
existence, the ending shows how these various components continue to move. 
Significantly, the duck-like subspecies within Hikaru seen in figure 5.13 now 
appears sentient when it originally was not, hinting that its time with Hikaru 
has allowed it to exceed its own limitations as well.
Returning to Jameson’s analysis of Vonda McIntyre’s The Exile Waiting as 
referenced in Chapter 3, Jameson seeks to “determine whether there may not be 
something in the very nature of the structure of SF as a genre which ‘redeems’”302 
the stereotypes commonly associated with narrative fiction, notably the “per-
sonal problem … a 1950’s pop psychological American term that designated 
neurotic paralysis and the hangups that prevent people from functioning.”303 
For The Exile Waiting, Jameson finds that those psychological traits of the char-
acters, through the exploration of space within the narrative, become less about 
their qualities as personal problems and more about how “it is a spatial experi-
ence which allows [McIntyre] to endow the dénouement of her narrative strands 
with a force and definition they might not otherwise have....”304 In the case of 
7BN, the narrative ties the emotional and psychological content so deeply into 
its exploration of the novum that the two develop jointly. As a fiction where the 
world and the psychological state of its characters move together, the similar-
ities between 7BN and sekai-kei are quite strong, but the manga shows that, 
although Hikaru’s emotional development has an effect on the world around her, 
there is a clear process played out over a period of time through which Hikaru 
301. Mendlesohn, The Inter-Galactic Playground, 102.
302. Fredric Jameson, Archaeologies of the Future, 299.
303. Fredric Jameson, Archaeologies of the Future, 297.
304. Fredric Jameson, Archaeologies of the Future, 312.
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is able to influence the world through her emotions. Hikaru possesses the atti-
tude of a sekai-kei character, but 7BN takes that as a means instead of an end in 
order to present the emotions and psychology of the characters as significant 
and prominent within a cognitive process.
In this sense, the narrative of 7BN stands as both a partial defiance and par-
tial appropriation of the idea put forth by figures such as Jameson that science 
fiction shares a similar functionality as the dramatic theater of Bertolt Brecht, a 
“shocked renewal of our vision such that once again, and as though for the first 
time, we are able to perceive their historicity and their arbitrariness, their pro-
found dependency on the accidents of man’s historical adventure.”305 Unlike the 
idea that SF is meant to show that what is assumed to be natural is in truth his-
torical and therefore changeable, similar to how Brechtian theater is founded on 
the idea that concepts such as character identification and audience immersion 
harm a drama’s ability to convey this sense of historicity,306 7BN defies one part 
of the Brecht-SF connection while affirming the other. Through Hikaru, those 
very shunned elements are heavily utilized as ways of revealing the temporal-
ity of the seemingly natural or eternal by having the emotional characteristics 
of Hikaru work to not only provide a point of identification but to also operate 
as a nested novum within the narrative of the manga that induces change in 
the aliens and allows them to break free from their own historical cycles, to 
ultimately overcome the forces that control their existences which were once 
presumed to be inescapable.
5.7. CONCLUSION: 7 BILLION NEEDLES AND CHANGE
7 Billion Needles provides an example for both how emotion can influence the 
extrapolation of a science fictional novum and how the effects of emotion are 
visible through understanding the visual narrative techniques deployed in SF 
manga. By presenting its characters’ expressions, actions, and interactions 
across multiple panels and pages to create a more robust and complex sense of 
their inner psychologies, 7BN expands upon the concept of a symbiotic relation-
ship with an alien species in Hal Clement’s original Needle. This is accomplished 
305. Jameson, Archaeologies of the Future, 255.
306. Fredric Jameson, Brecht and Method (London: Verso, 1999), 60-61.
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by using emotions to explore how its main novum affects beings on both an 
external, physical level as well as internal, psychological level. Focusing on the 
heroine Hikaru not as a neutral character but as a person with a unique history 
as expressed through her emotions, the visual choices for how to portray charac-
ters both human and alien within inter-panel relationships generate the notion 
of the symbiotic relationship as a space of conflict and resolution, one where an 
individual is forced to or at least encouraged to confront their trauma through 
a process of constant dialogue. This is brought about by the situation of having 
another being living within, a circumstance that makes true isolation literally 
impossible. 
As 7BN continues, it expands upon its emotional and psychological core 
by showing how Hikaru herself acts as a “novum” for the symbionts, exposing 
them to a different way of thinking and reacting to the world, enabling them to 
live in a way not predetermined by the purposes for which they were created. 
Their mutual empathy with Hikaru also allows them to find a different solution 
for the problems that arise from the symbionts’ long term presence on Earth, 
as their psychological and emotional progress allows them to connect and thus 
communicate with beings of extremely contrasting mindsets. This diverges 
from the detective fiction-like properties of Needle and its sequel Through the Eye 
of a Needle, further highlighting how the emphasis on emotion in 7BN enhances 
its science fictionality. In addition, by actually visualizing the spaces of conflict 
and resolution throughout the narrative, the manga also presents emotions as a 
means to generate solutions for both problems of the mind and problems of the 
world. 7BN is thus able to portray the mutual exploration of emotions as a way of 
growing beyond present psychological limitations precisely because it does not 
take the purely investigative approach of Needle.
The significance of Hikaru as the focus of the novum extrapolation in 
7BN is not simply that her emotions render its narrative substantially different 
from the one found in Needle, but rather that it points towards the potential of 
emotion as an interactive political force. When considering the Brechtian con-
ception of science fiction derived from the notion of cognitive estrangement as 
well as the desire to prevent emotional investment by an audience into a work of 
fiction in order to break free of the status quo, 7BN challenges this idea. By show-
ing how empathy itself can act as a component of the science fictional world that 
comes out of the novum, 7BN breaks down that Brechtian purpose into com-
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ponent parts to be rearranged and modified. In demonstrating how emotions 
can co-exist with the novum or even function as a type of novum itself, 7 Billion 
Needles shows how the use of character emotion can both create and explore 
alternative political spaces because the alternative political space of 7BN is 
Hikaru’s very own mind, her inner psychology where aliens transform her and 
are in turn transformed themselves. 
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CHAPTER 6:  ZETTAI KAREN CHILDREN AND  
THE POLITICAL EVERYDAY
Emotions can contextualize the effects of the novum and can even be deployed 
as a part of the novum itself in order to create and explore complex conceptual 
spaces. While in the previous chapter this involved spaces generated by the 
interaction between emotions and the science fictional events in the narrative, 
this chapter expands these ideas even further by analyzing the manga Zettai 
Karen Children by Shīna Takashi (2005-present, hereafter ZKC). In doing so, this 
chapter explores how political ideas and solutions can be expressed using the 
emotional experience of an “everyday”—an uneventful and non-violent setting 
assumed to be typical in the lives of normal children—that appears common-
place yet is nevertheless science fictional. Ostensibly a story where powerful 
psychics use their abilities to fight crime, the superhero-like trappings of ZKC 
belie a subtler and more varied approach to presenting the tension between 
psychics and non-psychics that permeates the society portrayed in the manga. 
More than simply conveying this social divide solely in terms of overt opposi-
tion and animosity, this chapter shows how ZKC depicts the friction between 
the human and the superhuman through the common actions and interactions 
of the two groups, and then uses emotion to emphasize the political potential of 
feelings such as love, trust, and the desire to be normal.
Before proceeding, there are certain details of this chapter that need to be 
explained in order to set a clear boundary for analysis and to avoid any confusion 
in meaning that might arise. First, while the manga is over 30 volumes long, this 
chapter focuses on volumes 1 through 15 of ZKC. This is based on the fact that there 
is a clear delineation between volumes 15 and 16, a narrative time-skip during 
which the main heroines age from childhood into adolescence. Also, as ZKC is an 
on-going series and continues to have new chapters released every week, pres-
ently the overall narrative does not have a conclusion. This chapter is not meant 
to be a prediction of as-of-yet unpublished events in the story, and is instead an 
analysis of ideas that are already present in the work. Additionally, although there 
are indeed later developments in the manga (as well as animated adaptations and 
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spinoffs) that expand upon or clarify certain themes discussed in this analysis, 
these will also not be mentioned for the sake of setting boundaries.
Second, ZKC uses many English words to refer to specific concepts in the 
narrative, notably “the Children” and “Normals.” This risks confusion because 
of the fact that this analysis is in part about how the idea of being “normal” is 
portrayed with respect to young people. Thus, this chapter employs capital-
ization in order to distinguish the specific terms of Zettai Karen Children with 
the regular English usage, such that “the Children” always refers to the main 
heroines, while “children” refers simply to kids in general. Similarly, “Normal” 
means a non-Esper, while words such as “normal” and “normality” possess their 
common English definitions. “Society” mostly refers to a fictionalized version of 
Japan, but can also mean the world at large depending on context.
6.1. ZETTAI KAREN CHILDREN AND THE CONCEPT OF THE ESPER
Extrasensory perception is not inherently science fictional. Historically prevalent 
in Japanese mass culture, the list of works that concern themselves with “ESPers” 
[esupā] or “super-powered beings” [chōnōryokusha] include not only manga such as 
the comedy-focused Esper Mami (Fujiko F. Fujio, 1977-1982)307 and the romance-ori-
ented Kimagure Orange Road (Matsumoto Izumi, 1984-1987),308 but also anime 
such as the long-standing Gundam meta-series (Sunrise, 1979-present)309 and even 
the popular video game franchise Pokémon (Nintendo, 1995-present), which fea-
tures as one category of its titular pocket monsters the “Psychic Type” (Esper Type 
in Japanese).310 In many of these cases, psychic abilities are utilized in decidedly 
307.  “Anime News Network Encyclopedia: ESPer Mami (manga),” Anime News Network, accessed 
May 5, 2014, http://www.animenewsnetwork.com/encyclopedia/manga.php?id=6823.
308.  “Anime News Network Encyclopedia: Kimagure Orange Road (manga),”Anime News 
Network, accessed May 5, 2014, http://www.animenewsnetwork.com/encyclopedia/manga.
php?id=2711.
309.  Anime referenced: Mobile Suit Gundam, directed by Tomino Yoshiyuki, Mobile Suit Gundam 
Movie Collection (1981; Cypress, CA: Bandai Entertainment, 2003), DVD. Mobile Suit Gundam 
II: Soldiers of Sorrow, directed by Tomino Yoshiyuki, Mobile Suit Gundam Movie Collection 
(1981; Cypress, CA: Bandai Entertainment, 2003), DVD. Mobile Suit Gundam III: Encounters in 
Space, directed by Tomino Yoshiyuki, Mobile Suit Gundam Movie Collection (1982; Cypress, 
CA: Bandai Entertainment, 2003), DVD. Mobile Suit Gundam: Char’s Counterattack, direct-
ed by Tomino Yoshiyuki, Mobile Suit Gundam Movie Collection (1988; Cypress, CA: Bandai 
Entertainment, 2003), DVD.
310.  Games referenced: Pokémon Black, Nintendo DS (created and published by Nintendo, 2011). 
Pokémon Black 2, Nintendo DS (created and published by Nintendo, 2012). Pokémon Y, 
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non-science fictional ways, associating both the origins and applications of those 
abilities with science-baffling occult phenomena, but ZKC cannot be dismissed for 
this reason. While the existence of psychic powers in ZKC could be explained more 
thoroughly (in many cases they resemble generic “superpowers”), ZKC is firmly “sci-
ence fictional” in that it lays out the consequences of ESP as an ever-present element 
woven into the fabric of their society and as a catalyst for change. Moreover, it is the 
treatment of those with ESP rather than the presence of psychic power itself that is 
the focus of political and science fictional exploration in ZKC.
ZKC is premised around a 21st-century society divided between two groups: 
regular human beings, otherwise known as Normals, and those with psychic 
powers, who are referred to as Espers. Common throughout the entire world, 
Espers are still a minority to the Normals, many of whom fear Espers for their abil-
ities. The story focuses primarily around the characters Akashi Kaoru, Nogami 
Aoi, and Sannomiya Shiho (middle, right, and left in figure 6.1, respectively), three 
10-year-old girls who are the most powerful Espers in Japan. Under their collective 
code name “the Children,” the three work for the Japanese government agency 
B.A.B.E.L. as field agents who fight crimes and prevent disasters. They are placed 
under the care of a Normal man named Minamoto Kōichi (figure 6.1, rear), who 
acts not only as their supervisor but also as a father figure, and is thus responsi-
ble for raising the Children 
and dealing with their ten-
dency towards mischief. 
Figure 6.1. The central char-
acters of ZKC: Sannomiya 
Shiho (left), Akashi Kaoru 
(middle), Nogami Aoi (right), 
and Minamoto Kōichi (rear). 
Source: Shīna Takashi, Zettai 
Karen Children, vol. 12 (Tokyo: 
Shogakukan, 2008), 22.




Nintendo 3DS (created and published by Nintendo, 2013). 
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While the series appears to lack broader social and political consequences 
in its narrative, there is also within the manga a recurring narrative thread con-
cerning the future of the Children. A prediction states that, in 10 years’ time, 
the Children will become the leaders of a global Esper rebellion and eventual 
war against the Normals. Further reinforcing this possibility is the fact that 
the Children’s most prominent adversaries are vehemently pro-Normal and 
pro-Esper militant groups, who provide two potential avenues for the Children’s 
move towards violent rebellion against their current society. “Futsū no hitobito” 
(“Normal People”), a terrorist organization with members at all levels of society 
and government that is dedicated to the belief that Espers are inhuman and 
need to be violently suppressed, are potentially the catalyst for a future where 
violence might be seen as the only option to stop them. Opposite them is the 
pro-Esper terrorist group “P.A.N.D.R.A.” which aims to establish a world where 
Espers are in control of society based on a belief of inherent superiority, and to 
whom the Children could ally themselves if anti-Esper attitudes were to reach 
a dangerous point. One of the central questions of the manga thus asks what 
values the Children will have as they mature into adulthood, where it is heavily 
implied that the Children’s futures are connected to not only their experiences 
fighting but also to what they learn both directly and indirectly in the more 
peaceful, “everyday” aspects of their lives.
Of course, ZKC is not the only manga (or indeed science fiction story in 
general) to explore the concept of the Esper in a science fictional setting, and 
is therefore not the focus of this chapter primarily due to a sense of “original-
ity.” In terms of narrative and setting, To Terra is also concerned with a societal 
division between those with and without psychic powers, albeit on a grander, 
galaxy-spanning scale. The American superhero comic property X-Men shares 
a similar premise, where the “visual and narrative articulation of ‘mutation’ 
to social and cultural differences more broadly underscored the tie between 
expressions of popular fantasy and the ideals of radical politics in the postwar 
period.”311 A Certain Scientific Railgun (hereafter Railgun) bears an especially 
strong resemblance to ZKC, with its number ranking system for psychic abil-
ities, its general aesthetics, and its tensions between Espers and non-Espers. 
311.  Ramzi Fawaz, “‘Where No X-Man has Gone Before!’ Mutant Superheroes and the Cultural 
Politics of Popular Fantasy in Postwar America,” American Literature 83, no. 2 (2011): 357, 
accessed October 31, 2013, http://americanliterature.dukejournals.org/content/83/2/355.
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My reasons for choosing ZKC over the titles mentioned above (aside from some 
of them falling outside of the post-2004 publication time frame established in 
Chapter 1, and X-Men technically not being a manga) are as follows. 
While To Terra aims through its science fictional portrayals of Espers for 
grander, more far-reaching “revolutions,” and makes emotion an overtly sig-
nificant component of its narrative (the strength of Espers are tied to their 
emotions), ZKC utilizes the concept of everyday alienation more extensively, with 
the science fictional importance of emotion being less clear-cut. While X-Men 
gives comparatively little guidance for achieving peaceful co-existence other 
than “defense and protection” (as seen in the “Days of Future Past” storyline, 
for instance312), ZKC in contrast offers a possible solution for the social divide 
and feelings of alienation experienced by its characters. ZKC and Railgun are 
especially similar, but ZKC provides more material for how ostensibly non-sci-
ence fictional elements such as “trust,” “the everyday,” and “child-raising” can 
become science fictional through the conceptual exploration of emotions, espe-
cially love, happiness, anger, and frustration.
6.2. OUTWARD EMOTION IN ZETTAI KAREN CHILDREN
ZKC has been published in Shūkan shōnen Sunday [Weekly shōnen Sunday], a 
popular mainstream manga magazine, since 2005. While longevity does not auto-
matically equal popularity, as a work designed to be an accessible form of mass 
culture ZKC possesses a number of common qualities for a manga in its position, 
including its use of “beautiful fighting girls”313 and its status as a “battle manga,” 
a genre ubiquitous to the shōnen manga category that revolves around combat 
312.  A storyline where in the future mutants are forced into internment camps, preventing this 
future hinges upon simply stopping a particular senator from being assassinated. Chris 
Claremont and John Byrne, “Days of Future Past” and “Mind Out of Time,” X-Men: Days of 
Future Past (New York: Marvel Worldwide, Inc., 2013), originally published in Chris Claremont 
and John Byrne, Uncanny X-Men, issues 141-142 (New York: Marvel Comics Group, 1980), 
107-152.
313.  A term coined by Saitō Tamaki to describe the ubiquity of female characters in anime and 
manga who are portrayed as strong, beautiful, and vulnerable. In using the term, I am not 
prescribing to his arguments about the role and function of beautiful fighting girls, but rather 
referencing the same general trend seen in anime and manga that has developed since the 
1960s. However, if I were to describe the Children of ZKC according to the historical catego-
ries put forth by Saitō, they would in fact be hybrids of the “magical girl,” the “transforming 
girl,” and the “team.” See: Saitō Tamaki, Beautiful Fighting Girl, trans. J. Keith Vincent and 
Dawn Lawson (Minneapolis: University of Minnesota Press, 2011), 3-8 and 128-129..
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between protagonists and antagonists. In terms of its visual qualities, ZKC uses 
a paneling style often seen in shōnen manga (and even many seinen manga314) 
where rectangular panels with little angular variation and mostly solid borders are 
common.315 Though this type of paneling in itself does not imply a certain way of 
portraying emotions, when combined with the fact that ZKC often places empha-
sis on the overt physical gestures, voiced concerns, and even the position of its 
characters on the page, it results in a work where emotion is conveyed primarily 
through characters outwardly expressing themselves to others. The effect is that 
the manga relates internal emotion to the external physical world on a regular 
basis. Together with a fairly restrained usage of major overlapping objects (such 
as a single human figure touching multiple panels) while minor elements such as 
word balloons and onomatopoeia effects overlap more frequently, ZKC presents 
its information and its emotion in a straightforward fashion. Even abstract imag-
ery in ZKC becomes at points indicative of the “external” instead of the “internal,” 
such as in figure 6.2, where the aura radiating from Kaoru on the left page is not 
merely a representation of her anger but is literally a display of Kaoru’s psychoki-
nesis316 as well. This, in turn, also shows that a visual relationship exists between 
















314. See Pluto in figure 4.1, for example.
315. Coppelion, which is the subject of the next chapter, is similar.
316. Also known as telekinesis, the ability to move objects with one’s mind.
dissertation_text.indd   151 4/28/15   9:14 AM
152 •  CARL K. LI
Panel 1: “The man who shot me used to say that too.”
Panel 2: “They’re all the same.”
Panel 3:  “You’re lying!” “I’m not lying. I just want to protect the three of you.” “You’re 
wrong!”
Panel 4: “Minamoto is different!”
Panel 5: “He would never do that to us!” [impact]
Panels 6 to 7: “Ugh!” (“Kaoru!”) “Major!”
The effects of this “stable paneling” become especially apparent when 
comparing ZKC to an SF manga that takes a decidedly different approach, 
such as To Terra. The image of Kaoru’s figure during the beginning of her 
outburst in panel 4 of figure 6.2 is the only large visual element to cross the 
gutter, which draws greater attention to the display of emotion in that par-
ticular panel and the one immediately after on the next page. To Terra, on 
the other hand, despite also being a shōnen manga which also features deep 
divisions between regular humans and psychics and a strong correlation 
between the expression of psychic abilities and emotions, has a far different 
panel layout derived from Takemiya’s background as a shōjo artist who rose 
up in the 1970s (figure 6.3).317 Unlike the approach taken by ZKC, the lack of 
gutters in conjunction with the large amount of overlapping visual elements 
create a greater sense of continuous flow from one panel to the next, ren-
dering the characters’ thoughts and emotions as an overwhelming cascade 
of imagery. While both figures 6.2 and 6.3 show how emotions are visually 
manifest through not only physical actions but also displays of psychic 
power, the depictions of psychic powers-as-emotion consistently dominate 
the page in To Terra, whereas for ZKC this effect, as described in Chapter 4.3, 
is more about having that display of emotion act as the culmination of what 
has come before it on the page.
317.  Takemiya Keiko is one of the manga artists associated with the Year 24 Group, a number of 
young female artists in the 1970s often credited with revolutionizing the field of shōjo manga. 
Hagio Moto, whose manga can be seen in figures 3.1 and 3.14, is also considered a member. 
For more information, see: Paul Gravett, Manga: Sixty Years of Japanese Comics (New York: 
HarperCollins, 2004), 78-79. Frederik L. Schodt, Manga! Manga! The World of Japanese 
Comics, 2nd edition (Tokyo: Kodansha International Ltd, 1997), 97. Jennifer S. Prough, Straight 
from the Heart: Gender, Intimacy, and the Cultural Production of Shōjo Manga, (Honolulu, 
University of Hawai’i Press, 2011), 47-48.
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Figure 6.3. Different from ZKC, the constant violation of the panel borders in To Terra render 
psychic powers explicitly in terms of their emotional power. Source: Takemiya Keiko, To Terra, 
vol. 3 (New York: Vertical Inc., 2007), 242-243.
ZKC is thus similar to Sadamoto Yoshiyuki’s Neon Genesis Evangelion manga, 
where understanding of character psychology is culled from active character 
interaction more than it is moments of deep introspection,318 though ZKC does 
not come with the same degree of pained communication that Evangelion is 
known for. Through this approach, ZKC focuses heavily on how the actions and 
behaviors of others have a significant emotional and psychological impact on 
the Children.
318.  Carl Li, Nakamura Mari, and Martin Roth, “Japanese Science Fiction in Converging Media: 
Alienation and Neon Genesis Evangelion,” Asiascape Occasional Papers, no.6 (2013: 7-8, ac-
cessed November 10, 2013, http://asiascape.org/resources/publications/asiascape-ops6.pdf
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6.3. EVERYDAY ALIENATION
Through mainly the use of outward expression, ZKC depicts how the Children 
are exposed to and affected by the social tensions between Espers and Normals. 
Figure 6.4, for example, features an interaction between Shiho and a nurse in 
a government hospital that shows how a sense of alienation can arise from 
everyday situations. The nurse reaches down to take Shiho to another room 
for additional tests, only to suddenly pull away as if touching a hot stove. In the 
context of the story, this is because Shiho, a “psychometer,” is able to read via 
physical contact a person’s thoughts, feelings, and even health and personal 
history, and the manga expresses through page 29 on the right in figure 6.4 the 
nurse’s fear of having her inner self laid bare. Through her lack of response and 
solemn expression, this scene expresses the idea that Shiho has become accus-
tomed to being an object of fear, and that circumstances such as this have an 
emotional impact on the Children. Additionally, the nurse is depicted as some-
one otherwise supportive of Espers, which highlights the idea that a fear of 
Espers does not necessarily arise out of willful malice, and that social tension is 
not simply a matter of feelings of hatred. 
Figure 6.4. The nurse’s unconscious fear of holding Shiho’s hand, Minamoto’s active effort to 
do so, and Shiho’s own reactions highlight the deployment of emotion in ZKC. Source: Shīna 
Takashi, Zettai Karen Children, vol. 1 (Tokyo: Shogakukan, 2005), 29-30.
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[Page 29]
Panel 1: “The MRI examination room is ready.” “Oh, okay.” [turning] “No response?!”
Panels 2 to 3: [swipe] [touching] [pulling away]
Panel 4: “Ah… I’m so sorry…”
[Page 30]
Panel 1:  “You two are coming too!” “Grrr! What about you, huh?” “Well I have more 
than you!”
Panel 2: [phone buzzing]
Panel 3: “Yes, Minamoto speaking… What?!”
Panel 4: “That teleporter found an opening and escaped from the police?!”
This focus on how the Children are affected by the tensions between 
Espers and Normals applies not only to scenarios that affect them personally, 
but also ones in which they are not directly related. In the story arc titled “Gift 
of Children,” the manga features two other children who are concerned about 
their places within the Esper-Normal dichotomy. The first, a friend and class-
mate of the Children’s named Hanai Chisato, is a weak telepath who learns that 
her psychic ability remains unchanged and wishes she could either gain or lose 
power so that she would be able to more strongly identify with either Espers or 
Normals. The second, a once-Normal boy named Kawamura Takeshi, discovers 
in contrast to Chisato that he has become a powerful Esper. For him, the dilemma 
comes from the fact that his father is a staunchly anti-Esper propagandist, thus 
burdening Takeshi with the idea of being viewed as inhuman by his own fam-
ily, a fear that is reinforced when his attempt to save another boy from a bully 
results in both attacker and victim joining together to fend off the “monstrous” 
Takeshi.319 These situations act not only as elaborations on the portrayal of the 
common and subtler Esper-Normal tensions in society, but also as ways for the 
manga to show how the Children connect to the plights of others from their own 
unique perspectives as girls whose immense powers encourage people to view 
them as especially dangerous. In response to Chisato, the Children suggest that 
more power might come with its own disadvantages as their knowing glances 
on the right page in figure 6.5 indicate that they are basing their statements on 
319. Shīna Takashi, Zettai Karen Children, vol. 9 (Tokyo: Shogakukan, 2007), 13-19.
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their own experiences as powerful Espers.320 With Takeshi, the Children try to 
comfort him by giving advice on living as an Esper; the left page in figure 6.5 
shows how Kaoru’s soft expressions convey the idea that the Children can empa-
thize with the boy’s plight.
Figure 6.5. The Children react to the varying difficulties faced by others in terms of the Esper-
Normal divide. Source: Shīna Takashi, Zettai Karen Children, vol. 8 (Tokyo: Shogakukan, 
2007), 160 and 174.
[Page 160]
Panels 1 and 2:  “Well not quite. While I think being a Normal would be nice, I think 
it’d be fun if my powers could grow to Level 7, and I could then become 
a Special Agent Esper.”
Panel 3:  “Hmm… well if you did become one, there would be a lot of things to deal 
with.”
Panel 4:  “It’s not like he was being terribly distant.”  “So you’re worried about 
Momotarō then?”
Panel 5: “Not so much worried as… well, at that time…”
320. Shīna Takashi, Zettai Karen Children, vol. 8 (Tokyo: Shogakukan, 2007), 159-160.
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[Page 174]
Panel 1:  “So your parents are both Normals, and both of them work?” “Yeah. They 
both teach at universities.” “Hmmm.”
Panel 2: “Hey Takeshi, if you became an Esper, what kind of power would you want?”
Panel 3: “Hmm, I don’t really know. What kinds are there?”
Panel 4:  “Well there are two major groups, ESP and Psychokinesis. I’m a 
Psychokinetic myself.”
The particular qualities of these interactions relative to the society in ZKC 
can be seen more clearly when comparing Chisato and Takeshi to a charac-
ter with a similar situation from Railgun named Saten Ruiko, who also feels 
caught between two worlds. Much like Chisato, she perceives herself as not 
quite belonging to the Espers or the non-Espers. The key difference with ZKC, 
however, is that Railgun takes place in a relatively closed-off city designed to 
foster the talents of Espers such that the equivalents of the Children in terms 
of psychic prowess are praised and seen by the majority with aspiration and 
pride. The result is an Esper-dominated societal structure where the pressure to 
grow stronger is too much for some. In contrast, ZKC presents a society where, 
even as Espers have a clear advantage in terms of their abilities, regular human 
beings are the majority and dictate the definition of “normal.” Thus, while Ruiko 
in Railgun learns to cope with her low position in a unidirectional power struc-
ture, Chisato and Takeshi’s circumstances show how societal pressure in ZKC 
not only comes from both Espers and Normals, but that there are many differ-
ent degrees of alienation for Espers. By then showing the Children in relation 
to Chisato and Takeshi, the manga further expresses the idea that their power 
forces them to be keenly aware of the tension between Espers and Normals.
The “Gift of Children” arc communicates this concept even in its opening 
scene, which shows a power disparity between the Children and other Espers, 
as well as how the Children are wary of actions which might contribute to the 
Esper-Normal distinction as a divisive force in their society. Figures 6.6 through 
6.8 portray an annual examination to measure psychic power. Kaoru is shown 
to be literally immeasurable in figure 6.7 (Level 7 in the setting of ZKC is the 
absolute highest category for Espers, far above even a Level 6), while Shiho 
nonchalantly “examines the examiner,” using her ability to demonstrate her 
superiority over another psychometer. Figure 6.8 then uses Shiho’s face as a pri-
mary recurring element to dictate the flow of the page, emphasizing it in order to 
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lend significance to her concern about the potential dangers of the exam turn-
ing into, in her own words, a “witch hunt.”321
Figure 6.6. A school-wide Esper examination highlights both the power of the Children and 
the potentially divisive nature of the examination (part 1). Source: Shīna Takashi, Zettai Karen 
Children, vol. 8 (Tokyo: Shogakukan, 2007), 152-153.
Panels 3 and 4: /ESP Exam/ “Okay, next question.”
Panel 5:  “There’s a snail on top of a razor blade. You want to use the razor. What do 
you do?”
Panel 6: “Me? I don’t quite get what you’re saying.”
Panel 7:  “I still haven’t grown any hair yet, so I wouldn’t need to. I wouldn’t use the 
razor.” “It’s a question to test the main component of your psychic powers. 
Just answer it, okay?”
Panel 8: “I wouldn’t do anything.” [machine sounds] “That razor would be gross.”
321. Shīna, Zettai Karen Children, vol. 8, 156.
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Figure 6.7. A school-wide Esper examination highlights both the power of the Children and 
the potentially divisive nature of the examination (part 2). Source: Shīna Takashi, Zettai Karen 
Children, vol. 8 (Tokyo: Shogakukan, 2007), 154-155.
Panels 1 to 5:  [Beeping] (“Incredible…! All of the devices are unable to measure her 
power!”)
Panel 6: “Uh…”
Panel 7: “You’re a Level 2! No problems in particular.” “Yay, that’s a relief!”
Panel 8: “Next, please.” “Okay.”
Panel 9:  “So, first question. You’re dating a secretary.” “I’m the one who’s asking the 
questions here!”
Panel 10: “…There really isn’t any need to test us, right?” “You know we’re Level 7s.”
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Figure 6.8. A school-wide Esper examination highlights both the power of the Children and 
the potentially divisive nature of the examination (part 3). Source: Shīna Takashi, Zettai Karen 
Children, vol. 8 (Tokyo: Shogakukan, 2007), 156-157.
Panel 1:  “We came here just so that your secret wouldn’t be leaked. Might as well take 
some comparison samples between the Children too.” “I’m not really fond of 
these exams.”
Panels 2 to 3:  “They’re almost like witch hunts. Like we’re being evaluated and 
picked out.”
Panel 4:   “You might be right... Unlike you three, who’ve had your powers since you 
were little, I found out about my abilities from an exam.”
Panels 5 to 6: “Is that right?” “Dr. Sasaki! Wait just a-“
Panel 7: “Minamoto!” “What’s the matter, ‘Dr. Minamoto?’”
Panel 8:  “Would you mind taking over examining the younger grades? There are 
some kids here who’ve caught my attention.”  
Panel 9: “Got it. I’ll leave this side to you.” “Oh, and…”
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Panel 10:  “Are there any symptoms from the last incident? How is Kaoru doing?” “She 
seems normal, I guess?”
Panel 11:  “From my experience though, this is the time when girls are scariest.” 
[chuckling] “…Is, is that right?”
Panel 12: [touch] “It’s nothing to worry about though.”
The one panel not depicting Shiho on the right page of figure 6.8 shows four 
girls waiting in line. This panel is made to look similar to a panel in figure 6.6 
that shows from a distance a line of students waiting for the examination, the 
main difference being that the once faceless bodies in figure 6.6 are portrayed 
in figure 6.8 with clear and unique physical traits. Two of the girls in figure 6.8, 
Aoi and Chisato, are meant to be recognizable to the reader, while the other two 
are unidentifiable as Espers or Normals based on sight alone, thus implying 
the possibility that such labels could divide them. By having Shiho’s multiple 
appearances on the page surround the more detailed view of the girls in line, the 
manga also portrays Shiho’s feelings about the whole process, and thus also the 
possible ways in which it affects her and the other Children emotionally. 
By showing how the characters seek to identify themselves within the 
Esper-Normal dichotomy, ZKC establishes that how people perceive the concept 
of normality is a subtle yet broadly underlying issue within their society. The 
Children are no exception, and they occupy a particular position that affords 
them great advantages over other human beings at the potential expense of 
their emotional and psychological health. The depiction of their psychologies is 
a strong factor in expressing this sense of alienation in their society, but, as will 
become clear in the next section, this same focus on emotion is also how ZKC 
communicates its ideas for political solutions to this social tension.
6.4. THE MEANING OF “NORMALITY”
The concern expressed by the Children in the various circumstances where 
they are made to feel “abnormal” either directly or indirectly, forms the foun-
dation for an equally emotion-based attempt to solve this sense of alienation. 
Through its portrayal of their lives, ZKC also communicates the political impact 
of emotions such as love, trust, and acceptance. Looking again at figure 6.4, the 
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scene acts not only as an example of a Normal fearing an Esper, but also as a way 
to show both how Minamoto attempts to instill in the Children a strong sense of 
personal normality and that this has a profound effect on the Children. After the 
nurse pulls away, the last panel features a hand grasping Shiho’s, preventing 
the panel sequence from being solely about the nurse’s unconscious fear and 
Shiho’s sense of alienation. The next page reveals the hand to be Minamoto’s, 
and the fact that he is more concerned with stopping Kaoru and Aoi from bicker-
ing than Shiho reading his mind gives the impression that he regards her ability 
as just another part of everyday life. Shiho’s smile in the following panel, when 
compared to her disappointment at the nurse’s reaction on the page prior, indi-
cates the positive emotional effects Minamoto’s actions have on Shiho, namely 
how it gives her the confidence to believe that she can be treated normally. By 
showing how Minamoto treats their powers so matter-of-factly, ZKC grounds its 
potential solution for the divide between Espers and Normals within a “normal-
ity approach” that encourages the Children to perceive themselves as normal 
no matter their circumstances in order to prevent a sense of alienation. ZKC 
also establishes that, as their caretaker, Minamoto is extremely influential in 
the Children’s lives, as well as someone who places great importance in rais-
ing them. At one point Minamoto declares, “Their ‘present’ is just as important 
as the future of humanity. Even if it doesn’t seem to matter much, that’s how I 
want to approach things.”322 In this context, a concept as common as teaching 
children to have confidence in their self-identity takes on a decidedly science 
fictional significance.
Figure 6.5 uses the contrast between more dramatic and more humor-
ous expressions of anger to highlight how the nurse and Minamoto view the 
Children differently. In stark contrast to the more serious, dramatic expres-
sion by the nurse on page 29 in figure 6.5, Minamoto’s focus on Kaoru and Aoi 
instead of Shiho not only deflates the tension in the panels involving Shiho and 
the nurse but also shows the level of trust that the Children and Minamoto have 
for each other. This use of visual exaggeration to indicate humor and thus a level 
of emotional comfort between the Children and Minamoto is a technique the 
manga frequently employs to express how these characters try to encourage in 
each other a personal sense of normality. In particular, as stated in Chapter 4.3, 
322. Shīna Takashi, Zettai Karen Children, vol. 7 (Tokyo: Shogakukan, 2007), 20.
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the humorous depiction of intense anger in ZKC, though similar to the “graphic 
emblem” for anger as depicted by Neil Cohn,323 becomes symbolic of that com-
fort, and by extension a sense of confidence in identity for the Children. In this 
respect, one of the most prominent recurring gags of ZKC, where Kaoru uses 
her psychokinesis to slam Minamoto against a wall after he has angered her, 
is representative of this contextualized use of the visual motif of exaggerated 
comedic anger. Presented ostensibly as Kaoru misbehaving, these scenes tie 
the Children’s use of their powers to their psychological ease around Minamoto, 
while also contributing to the idea that Minamoto treats the Children’s abuse of 
their abilities more as tantrums or childish mischief rather than as evidence of 
their potential threat as Espers. 
In figures 6.9 and 6.10,324 Kaoru asks if Minamoto would prefer if they 
were never Espers. Kaoru shows visible concern over this question, but when 
Minamoto tries to cheer her up, Shiho reveals that Minamoto does indeed 
believe that life would certainly be easier without them. However, the nature of 
Minamoto’s thoughts, “I could live without having my feelings read [by Shiho], 
without anyone trespassing on me [due to Aoi’s teleportation ability], and with-
out being slammed into walls [by Kaoru],”325 as well as Aoi’s response that both 
Minamoto’s thoughts and Kaoru’s reaction to them are familiar territory,326 point 
to the idea that these are the most common ways in which the Children cause him 
trouble. The image of Kaoru’s violent response (figure 6.10) and Shiho’s frequently 
unasked-for reading of Minamoto’s inner self become ways of presenting the 
Children as engaging in natural, comfortable behavior while also showing how 
Minamoto on a fundamental level encourages this because it fosters their sense 
of normality. The frivolity with which the Children use (and abuse) their abili-
ties, at least with Minamoto, indicates that they are indeed capable on some level 
of viewing themselves as “normal,” which transforms the act of encouraging 
such confidence in identity into a political strategy that is a part of the cognitive 
process of an SF environment.
323.  Neil Cohn, “Japanese Visual Language: The Structure of Manga,” in Manga: An Anthology 
of Global and Cultural Perspectives, ed. Toni Johnson-Woods (New York: The Continuum 
International Publishing Group, 2010), 193.
324. Also seen in figures 3.9 and 3.10.
325. Shīna Takashi, Zettai Karen Children, vol. 2. (Tokyo: Shogakukan, 2005), 168.
326. Shīna, Zettai Karen Children, vol. 2, 168.
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Figure 6.9. A serious moment sets up the use of anger as a sign of trust and comfort (part 1). 
Source: Shīna Takashi, Zettai Karen Children, vol. 2 (Tokyo: Shogakukan, 2005), 166-167.
Panel 1:  “If low-cost, high-level ECMs [Esper Counter Measures] become popular, 
it can break down the wall between you and Normals. The reason there’s 
all this trouble is because of the sense that Espers are overwhelmingly 
superior.”
Panel 2:  “Well, you might be right about that.” “If that were the case, we’d be able to 
go to school normally.” “But…”
Panel 3:  “Doesn’t that mean that others get to decide when we can and can’t use our 
powers?”
Panel 4: “Don’t worry. There’s another reason that we can release your powers.”
Panel 5: “What about you, Minamoto? Would you feel safer?”
Panel 6:  “Do you think it’d be better if we never had these powers? Is it really that 
scary for others who are like us to not be under control?”
Panel 8: “Kaoru! That’s not it!”
Panel 9: “I just- uh oh.“ [grab] “‘Well obviously it’d be a relief.’”
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Figure 6.10. A serious moment sets up the use of anger as a sign of trust and comfort (part 2). 
Source: Shīna Takashi, Zettai Karen Children, vol. 2 (Tokyo: Shogakukan, 2005), 168.
Panel 1:  “‘I could live without having 
my feelings read, without 
anyone trespassing on me, 
and without being slammed 
into walls,’ is what he was 
thinking.” “Urk!” [slam] 
“Really now!!!” “Speaking of 
obvious, that reaction was 
totally obvious too.”
Panels 2 to 3:  “Officer Minamoto! 
We’re at the scene! 
[helicopter flying] “We’re 
estimated to arrive in 15 
minutes.”
Reinforcing the use of humor to 
emphasize this active pursuit of nor-
mality is the fact that the manga does 
not portray the close relationship 
between Minamoto and the Children as an inevitable development, instead show-
ing how their mutual trust has been actively built up over time. In a chapter where 
Minamoto and Kaoru first meet, ZKC uses the familiar image of Kaoru throwing 
Minamoto against a wall with her powers, only to subvert the expectation of humor 
associated with it by having the pages concentrate on Kaoru’s tearful expression 
and her fear of showing weakness to others (figure 6.11). Kaoru’s expressions in 
the first and last panel of the left page in figure 6.11 contribute heavily to the panel 
flow and make it primarily about her emotional state, while the story reveals that 
Kaoru’s resistance towards opening up to others in this instance derives from 
being treated like a dangerous animal, as evidenced by the fact that during this 
time the Children are forced to wear disciplinary shock collars.327 This stark con-
trast allows for Kaoru’s comedic acts of violence against Minamoto in the main 
327. Shīna Takashi, Zettai Karen Children, vol. 13 (Tokyo: Shogakukan, 2008), 156.
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narrative (such as in figure 6.10) to be interpreted even more as a product of a con-
scious effort towards fostering their own perceptions of themselves as normal.
Figure 6.11. A younger Kaoru’s true frustration contrasts heavily with the more comedic 
anger depicted in figure 6.10. Source: Shīna Takashi, Zettai Karen Children, vol. 13 (Tokyo: 
Shogakukan, 2008), 151-152.
[Page 151]
Panels 2:  “A child…! That couldn’t be…?”
Panels 3 to 4:  [gasp] “Wh-what are you looking at?” “Wha? No, it’s just, you looked so 
sad, and I was wondering why-”
[Page 152]
Panel 1: [blush]
Panel 2: “Sad?” [pressure] “Me?”
Panel 3: [Slam, wall cracking] “Argh!”
Panel 4: “Don’t say such careless things, stupid!”
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Martha Nussbaum questions how political theory defines the minimally 
capable human being, and that it is perhaps necessary to re-evaluate the idea of 
“normal” so that it can account for a greater range of people,328 an argument that 
connects to ZKC and its question of how terms such as “human” and “normal” 
are utilized with respect to Espers. While Nussbaum’s concern is with disabled 
people, however, ZKC can be seen as taking into consideration those who are 
“super capable,” yet still feel as if they suffer from being unable to adequately 
conform to their societal standard, which assumes Normals over Espers as 
the norm. This can also be seen in regards to the extremist groups whom the 
Children fight, as Futsū no hitobito re-evaluates normality such that anyone who 
is above their range of capability is considered inhuman, while P.A.N.D.R.A. per-
ceives Espers as the “sighted” and Normals as the “blind,” but it is also evident in 
the contrast between the everyday alienation the Children experience and the 
love and acceptance they receive from Minamoto. The Children, positioned in 
the narrative as being both the most “inhuman” of all yet also the ones with the 
greatest potential for change, help to emphasize the idea that “normality” is con-
sciously lived by the Children and Minamoto through their everyday actions.
The relationship between Minamoto and the Children becomes visually 
representative of how trust, or more specifically the conscious pursuit of trust, 
acts through its connection with emotion to become a force with political poten-
tial, as well as a component that contributes to the depiction of the science 
fictional world in ZKC. As Nussbaum explains, love and trust were traditionally 
considered apolitical concepts, where “people do things out of love and affection 
rather than mutual respect…. The bonds of family love and the activities that 
flow from them are imagined as somehow … natural, not part of what the par-
ties themselves are designing.”329 However, Nussbaum also points out that this 
has changed, as “it is widely acknowledged that the family is itself a political 
institution defined and shaped in fundamental ways by laws and social insti-
tutions … [families] are shaped in many ways by social background conditions 
and by the expectations and necessities that these impose.”330 While a fictional 
family of course does not have to follow the behavior of a real one, the manner 
in which Minamoto tries to encourage a sense of normality within the Children 
328.  Martha C. Nussbaum, Frontiers of Justice: Disability, Nationality, Species Membership 
(Cambridge, MA: The Belknap Press of Harvard University Press, 2006), 189.
329. Nussbaum, Frontiers of Justice, 105.
330. Nussbaum, Frontiers of Justice, 105-106.
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relies on similar political notions of love and trust. The fact that this sense of 
normality is shown to be a product of conscious effort emphasizes the idea that 
these actions are indeed a response to the Children’s specific backgrounds as 
powerful Espers and how the world both implicitly and explicitly responds to 
them. Thus, the political aspect of the normality approach lies in its attempt to 
foster emotional and psychological strength, and by extension a sense of happi-
ness, in order to maintain one’s self-identity. Minamoto’s desire to create a home 
and environment where the Children feel that they are indeed normal acts as 
an alternative political space where they do not feel alienated by their inherent 
differences compared to others.
However, ZKC also shows that, while trust is an important component in this 
conscious pursuit of normality, it is not necessarily an unbreakable sentimental 
bond. This is seen in the manga primarily through scenes that utilize in part the 
“battle manga” aspects of ZKC to present a possible future where the Children 
have grown into adulthood and are a part of the global war against Normals. ZKC 
features a recurring image of this future, where Minamoto points a gun at an 
adult Kaoru poised to retaliate, as seen in figures 6.12 and 6.13. Figure 6.12 ren-
ders Minamoto and Kaoru as the primary focal points of each page, prompting a 
view of these pages in terms of their relationship. Unlike the familiar depiction 
of Kaoru as mischievous and prone to violence, the adult Kaoru appears much 
more levelheaded, as the images of destruction surrounding Kaoru appear not 
to be the product of the short temper that characterizes her younger self but are 
instead due to some unexplained and irreconcilable point of difference. While 
the actual narrative itself implies that there may not have been a complete loss of 
trust between Kaoru and Minamoto, the fact that it ends with Minamoto shooting 
(and presumably killing) Kaoru in figure 6.13 expresses a form of betrayal in its 
own right. Representing an extremely personal failure on the part of Minamoto 
as the man who raised Kaoru, it highlights the potential fragility of the need for 
close trust as a way of repairing relations between Espers and Normals before 
violence occurs, especially when mistrust between the groups is already preva-
lent and even on some level expected.
Figure 6.12. A future vision of Minamoto shooting Kaoru shows a potential loss of trust 
between the two (part 1). Source: Shīna, Takashi, Zettai Karen Children, vol. 1 (Tokyo: 
Shogakukan, 2005), 112-113.
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Panels 1 to 2: “At this distance, that blaster will definitely kill. Shoot me, Minamoto.”
Panels 3 to 4:  “But even if I’m gone nothing will change. The other Espers won’t stop 
fighting.”
Panel 5:   “Then stop them… please! Espers, Normals, what’s going to come out of this 
fighting?!”
Figure 6.13. A future vision of Minamoto shooting Kaoru shows a potential loss of trust 
between the two (part 2). Source: Shīna, Takashi, Zettai Karen Children, vol. 1 (Tokyo: 
Shogakukan, 2005), 114-115.
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Panel 1:  “Kaoru, where are you? It looks like the enemy’s planning on using nuclear 
weapons!” “This city is done for! Quickly-!” [static]
Panel 2: “It’s too late.” [explosions]
Panel 3: “Did you know, Minamoto?” [energy welling up]
Panels 4 to 5: “I always…” “Stop it…! Kaoru!” “I always loved you. I still do.”
Panel 8:  “Minamoto, what’s the matter?”
 A later chapter, titled “Day of Reservation,” reinforces figures 6.12 and 6.13 
as images representative of betrayal and failure by utilizing similar imagery to 
portray how the leader of P.A.N.D.R.A., a man named Hyōbu Kyōsuke, is himself 
the product of a loss of trust.331 Hyōbu, who fought in the Second World War as 
part of the group that would later become B.A.B.E.L., reveals that the command-
ing officer that Hyōbu looked up to as a father figure was also responsible for 
the prominent bullet wound on his forehead. The chapter draws clear parallels 
between Minamoto and Hyōbu’s commanding officer and thus to the Children 
and Hyōbu himself (who in terms of psychic power is on par with the Children), 
while the moment of betrayal clearly resembles the image of Minamoto and 
Kaoru in the future. Figure 6.14 shows a comparison between the two, with both 
images featuring an Esper’s outstretched hand alongside a shooter with an 
intense (and non-humorous) expression. This visual parallel serves to empha-
size the fact that, despite the strides made by Minamoto and the Children, 
they are still psychologically affected by the Esper-Normal tensions in society. 
Kaoru’s passionate outburst in figure 6.2 is in fact a response to Hyōbu’s words, 
and her exclamation that Minamoto is different from other Normals332 conveys 
the idea that, on some level, Kaoru still sees Normals as a group of hateful, intol-
erant people. In highlighting trust and Kaoru’s response to the potential loss of 
it, the role of emotion in the normality approach becomes an important part of 
the science fictional world of ZKC and its cognitive processes.
Figure 6.14. Similar imagery is used to show the loss of trust. Sources: Shīna Takashi, Zettai 
Karen Children, vol. 1 (Japan: Shogakukan, 2005), 114 (right). Shīna Takashi, Zettai Karen 
Children, vol. 10 (Tokyo: Shogakukan 2007, 164 (left).
331. Shīna Takashi, Zettai Karen Children, vol. 10 (Tokyo: Shogakukan, 2007), 113-184.
332. Shīna, Zettai Karen Children, vol. 10, 176.
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[page 114]
(see figure 6.13 for translation)
[page 164]
Panels 1 to 2: [stands up suddenly] “Impossible!”
6.5. “NATURAL NORMALITY” VS. “SOCIAL NORMALITY”
The normality approach as described thus far is based primarily on the interac-
tions between Minamoto and the Children and rests on the pursuit of “natural 
normality” whereby psychic abilities are considered normal because they are 
an inherent part of Espers. By assuming this, it potentially frees the Children 
from the shackles of constant comparison and judgment. In addition to this 
sense of self-as-natural, however, ZKC presents an additional component to the 
normality approach, which is to have the Children feel that they belong to and 
are able to participate in society. This “social normality,” which can be seen as 
“the will of the majority or the standards of society,” manifests in the narrative 
mainly through the fact that the Children attend school. Unlike many manga 
where school (or an idealized form of it) is taken as a default environment for 
its characters, ZKC specifically portrays going to school as an active step by 
the Children to reinforce their self-identities, further expressing the idea that 
the “everyday” is something that the Children on some level strive to achieve 
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amidst the tensions in their society, as opposed to something that simply hap-
pens around them.
In volume 1 of ZKC, the Children are described as being educated in govern-
ment facilities, under the fear that letting them interact with those weaker than 
them (i.e. most if not all people) could lead to someone getting hurt. Figure 6.15 is 
a scene designed to show that these fears are to an extent justified, as an attempt 
to test their patience by having a robotic “dummy” student spout anti-Esper 
rhetoric causes Kaoru to violently explode its head. While this is played partly 
for comedic purposes, and there are hints that the people in the classroom are 
robots from the beginning (the vertical lines underneath their eyes showing 
some “artificiality,” the B.A.B.E.L. T-shirt worn by the teacher, the small bits of 
wire and metal that jut out from the exploding dummy’s head), the fact that the 
manga does not reveal the whole situation to be a simulation until after Kaoru 
destroys the dummy in such an overtly violent display draws attention to the 
possibility of the Children accidentally (or intentionally) harming others out of 
frustration. Here, the manga uses the visual motif of exaggerated anger while 
initially obscuring the fact that the violence is not “real” in order to show how 
the natural normality of the Children pushes up against the social environment 
of an “everyday” classroom.
Figure 6.15. A mock classroom scene emphasizes the potential threat of Kaoru’s abilities. 
Source: Shīna Takashi, Zettai Karen Children, vol. 1 (Tokyo: Shogakukan, 2005), 86-87.
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Panels 1: “And so, as you can see…”
Panel 2:  “When it comes to psychic powers there are various levels.” A chart 
explaining the signs of various Esper levels. “Especially strong Espers are 
very valuable to us.”
Panel 3:  “These days, the number of Espers is on the rise. If you think of these powers 
as talents, then you can get along with them just fine!”
Panel 4: “No way! Espers can read your mind and move things from far away, right?”
Panel 5: [anger]
Panel 6: “That’s so gross. I could never play with them-“
Panels 7 and 8: “Gh-gh-gh-gh-gh!” [crackling and explosions]
The scene in figure 6.15 sets up the significance of when the Children are later 
allowed to attend a real school, as ZKC presents the school environment not only 
as a fulfillment of their desire for social normality but also as a locus of interaction 
between the concepts of natural and social normality. Figure 6.16, which depicts 
the Children’s first day of school, uses a variety of emotional elements both visual 
and narrative to connect the Children’s attempts to “normalize” within their 
society at large. The left page of figure 6.16 depicts Kaoru’s excitement over the 
very idea of getting her own seat, emphasizing how the Children’s attendance 
stems from their desires to engage in the activities others their age would take for 
granted. Another important visual element appears on the right page in the close-
ups of the jewelry worn by the Children. Established previously as “limiters,” 
devices designed to inhibit their psychic abilities, the Children voluntarily wear 
them as a sign of their mutual trust in Minamoto, who in return makes them eas-
ily removable (and thus easily ignored, leading to the Children’s misbehavior as 
seen in figures 6.9 and 6.10). In the context of the classroom, however, it becomes 
a part of their goal of presenting themselves as regular children, both in the sense 
of concealing their identities as the most powerful Espers in Japan and hoping to 
fit in with their classmates. The actual appearances of the limiters are also import-
ant in terms of the Children’s psychological relationship with their world, not only 
because they are reflections of the Children’s individual personalities and emo-
tional perspectives (Kaoru is a tomboy so she wears her limiter like a wristwatch, 
for example) but also because their resemblance to jewelry ties into the idea of 
social normality. As a concession that reduces their prominence as Espers, the 
limiters are also visually symbolic of social normality because their appearance 
implies a desire to avoid standing out.
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Figure 6.16. Reactions from the other characters indicate awareness that the Children are 
Espers. Source: Shīna Takashi, Zettai Karen Children, vol. 2 (Tokyo: Shogakukan, 2005), 70-71.
Panel 1: “Please take care of us!” [chatter] (“Wow…”) (“All three of them are cute!”) 
Panel 6: “Those accessories… could those three be…?!”
Panel 7:  (“Wow! There are so many kids here.”) (“Sure was a lot of baby-making to 
have all of these kids!”) (“She’s thinking of something dirty, isn’t she.”)
Panel 8: “Those seats all the way in the back are yours!”
Panels 9 to 10: “Our… seats!”
Panel 11: “Now then…”
This camouflage aspect of the limiters becomes a focal point of the Children’s 
interactions with their classmates as it prompts the subtle displays of emotions 
such as joy, quiet anticipation, and suspicion on the right page of figure 6.16. Two 
classmates are shown, the telepath girl from figure 6.5, Chisato, and a Normal 
boy named Tōno Masato. Chisato’s surprise at seeing the Children’s “jewelry” 
and the accurate guess that they are in fact Espers, along with Masato’s corre-
sponding reaction to Chisato, are the prelude to a confrontation between Kaoru’s 
senses of natural and social normality. Here, the limiter both hides and draws 
attention to the fact that they are Espers, as while Chisato uses their mutual 
commonality as Espers to try and befriend the Children, in the case of Masato it 
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becomes the impetus for him to begin ridiculing the Children for being Espers, 
thus replicating the same issue that Kaoru encountered with the robot dummy. 
What renders this conflict between natural and social normality all the more 
potent, however, is the fact that the Children are so powerful that, even with 
their limiters, they are still more than capable of causing serious harm to oth-
ers. The significance of this is shown through Kaoru’s expressions, which come 
out in response to Masato shoving Kaoru after a sequence of panels depicting 
an escalating sense of tension between the two. Masato expresses the mistaken 
belief that the limiter has completely neutralized her abilities (figure 6.17), which 
Kaoru responds to by threatening the possible use of her psychokinesis (figure 
6.18). Here, her frustration and the sheer size of the panel give the scene a decid-
edly non-humorous weight to Kaoru’s mindset that is similar to her expressions 
as a younger child in figure 6.11, before she met Minamoto and began to accept 
herself as normal. While figure 6.18 comes from a chapter published before fig-
ure 6.11, its dramatic appearance expresses a similar sense of legitimate anger 
stemming from a sense of pain and alienation and acts as a reminder of what 
Kaoru and the other Children must deal with in terms of their identities.
Figure 6.17. Kaoru shows a legitimate sense of indignation over being ridiculed for being an 
Esper (part 1). Source: Shīna Takashi, Zettai Karen Children, vol. 2 (Tokyo: Shogakukan, 
2005), 80-81.
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Panel 1: “Well, of course you’d get along with those ugly Espers.” “What!”
Panel 2: “Hey punk, what did you just say?”
Panels 3 to 4: [hit] “Wha-!”
Panel 5: (“Hey, what the-? Kaoru, did you...?”)
Panel 6:  “You’ve done it now, Psychokinetic!” “It wasn’t me! Are you using that as an 
excuse, punk?” “No, that wasn’t an excuse.”
Panel 7:  “Well then, why did the blackboard eraser fly off and hit me?” “How should I 
know? You let it hit you!” 
Panel 8:  “You want to start something? You’re just a girl.” [shove] “And even without 
your limiter, you’re only a Level 2!”
Figure 6.18. Kaoru shows a legitimate sense of 
indignation over being ridiculed for being an Esper 
(part 2). Source: Shīna Takashi, Zettai Karen 
Children, vol. 2 (Tokyo: Shogakukan, 2005), 82.
Panel 1:  “You think so?” [menacing, room 
shaking]
Panels 2 and 3:  (“K-Kaoru! Are you trying to 
make your progress all for 
naught?”)
Although this interaction is ostensibly 
an argument between elementary school 
students, it also presents the potential risks 
of denying one’s sense of natural normality 
in favor of appealing to social normality. The 
boy sees the limiter not as an opportunity 
to become friends but to take advantage of 
a leveled playing field, while Kaoru must 
consciously restrain herself from using 
the psychokinesis that comes to her so 
naturally in spite of his intolerance, especially because of how she is capable of 
overpowering the restrictions imposed by the limiter. This interaction, conveyed 
primarily through the characters’ emotions, shows not only how natural normal-
ity and social normality can run up against each other, but that to achieve both 
requires for the Children a level of diligence unique to their circumstances.
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In this situation, visual humor again plays an important role, as ZKC uses it 
to express the sense that Kaoru’s belief in her own normality enables her to over-
come this scenario. Although she comes close to harming the boy, Kaoru reflects 
upon the faith that Minamoto has in her and soon after declares that she will 
not use her abilities, and instead would prefer to fight him in the conventional 
sense (figure 6.19). “I don’t need psychic powers for someone like you! If you’re a 
man, then come at me with your fists!”333 When compared to figure 6.18, Kaoru’s 
anger in the second to last panel is so comedic in its exaggeration that it con-
veys Kaoru’s confidence in her own normality in a fashion similar to when she 
attacks Minamoto in figure 6.10, thus differentiating between her anger when 
she is made to feel abnormal or alienated and her boastful “rage” when she is 
simply acting out of pride. Kaoru’s struggle and eventual resolution with her own 
abilities thus demonstrates how ZKC presents a mundane environment such as 
school through the emotional experience of its characters in a way that draws 
heavily from its established science fictional setting, using it to further explore 
and influence the concept of normality.
Figure 6.19. Comedic anger indicates Kaoru’s confidence in her identity as an Esper. Source: 
Shīna Takashi, Zettai Karen Children, vol. 2 (Tokyo: Shogakukan, 2005), 86-87.
333. Shīna Takashi, Zettai Karen Children, vol. 2 (Tokyo: Shogakukan, 2005), 87.
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Panel 3: [relax]
Panel 4: “I won’t use my psychic powers!”
Panel 5:  You used them already, liar!” “I didn’t lie!” “Then show me some proof!” “I 
don’t need to!”
Panel 6:  “No matter what you think, I made a promise to not use my powers, and 
there’s someone who believes in me!”
Panel 8:  “I don’t need psychic powers for someone like you!” [roar]“If you’re a man, 
then come at me with your fists!
Panel 9: “If you’re going that far, then fine with me! Take this!”
6.6. HYBRID NORMALITY
The contribution that emotions make to the science fictional world and the 
elaboration of political alternatives in ZKC comes out primarily in terms of the 
normality approach. ZKC’s portrayal of the Children as young but powerful girls 
who experience the tension between Espers and Normals from a unique per-
spective, as well as their method for achieving a stable self-perception all result 
in a variation on Carol Hanisch’s idea that “the personal is political,”334 that voic-
ing or acting upon one’s personal problems can be considered political action. 
A feminist writer, Hanisch states that women are “messed over, not messed 
up”335 as a rebuttal to the idea that the sessions of personal therapy engaged 
by her peers are because something is psychologically wrong with them. “The 
very word ‘therapy’ is obviously a misnomer if carried to its logical conclusion. 
Therapy assumes that someone is sick and that there is a cure, e.g., a personal 
solution.” 336 The effort taken by Minamoto and the Children in order to achieve a 
sense of normality can be viewed similarly, because of how the environment he 
creates for them through the normality approach ideally allows the Children to 
cope with and prepare for a society that singles them out due to their differences, 
and then indirectly places blame and responsibility on them for being the most 
extreme representations of Espers as “super capable.”
334.  Carol Hanisch, “The Personal is Political: The Women’s Liberation Movement Classic with a 
New Explanatory Introduction,” Writings by Carol Hanisch, 2006, accessed October 16, 2013, 
http://www.carolhanisch.org/CHwritings/PIP.html.
335. Hanisch, “The Personal is Political.”
336. Hanisch, “The Personal is Political.”
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Even greater complexities of the normality approach can be found when 
considering the conflict between natural and social normality, as the desire to 
strengthen both forms highlights the contradictions between them. While the 
former hinges on the idea that normality is the here and now and the reality of 
one’s existence as opposed to a constantly moving set of social goalposts to chase 
after, the latter is primarily concerned with this pursuit. Thus, environments 
such as school, where natural and social normality come into conflict with each 
other, draw attention to the possibility that attempting to achieve one can come 
at the expense of the other. This would thus result in the Children either being 
alienated from their own identities as Espers when attempting social normality, 
or from the majority of people by pursuing natural normality. These problems 
are further compounded by the fact that the Children’s otherness comes from a 
real capacity to inflict great harm on others, which makes the fear that they can 
inspire in others understandable. In this respect, the divide between natural and 
social normality resembles the difference between Ludwig Feuerbach’s and Karl 
Marx’s conceptions of human essence (sometimes translated as “species-be-
ing”). Feuerbach views human essence as inherent to individuals regardless of 
society, while Marx takes it to be the product of particular social and historical 
formations.337 In other words, ZKC asks whether normality something you are, 
or something you do or have done to you. This contradiction is maintained on 
a deeper level by the idea that a strong, active effort to foster that acceptance of 
self through love can provide a stable foundation to resist feelings of alienation 
and the sense that one is being dehumanized, but it is also shown to be a delicate 
balance reliant on the concept of trust.
However, while it is possible to perceive the normality approach as funda-
mentally unfeasible due to a potentially irreconcilable contradiction between the 
two types of normality, this “problem” can be seen as an advantage. Minamoto’s 
decision to increase the Children’s normality does not rest on pursuing one form 
of normality at the expense of the other, but instead involves trying to instill 
both simultaneously. This is apparent in how he allows them to integrate into a 
regular school while also encouraging them to view their own abilities as simply 
a part of life. Uncomfortable competition can occur between the two concep-
tions of normality, but ZKC also shows in the Children’s reactions to the conflicts 
337.  Karl Marx, “Theses on Feuerbach,” 1888, Karl Marx: Selected Writings, Second Edition, ed. 
David McLellan (Oxford: Oxford University Press, 2000), 171-173.
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in normality that they are potentially able to benefit from this contradiction. 
Within the context of the narrative of ZKC and the idea of “social normal-
ity,” the manga places the self-based solution provided by “natural normality” 
into a greater social space, testing it against a definition that contradicts it on 
a fundamental level, all while considering the central role that the Children’s 
emotional health plays in this interaction. In showing how exposure to different 
forms of normality can grant the Children multiple perspectives on the relation-
ship between Espers and Normals, ZKC suggests that having natural and social 
normality clash with each other can help create stronger senses of self-identity 
and thus potentially act as the key to helping their society overcome the Esper-
Normal divide. Along with the role of trust as a component of psychological 
development, this contradiction lends a critical and science fictional aspect 
to the prominence of emotion and psychology in the normality approach as a 
solution. Aiming for both types of normality encourages a competition between 
natural and social normality in order to expose their contradictions, but instead 
of leading them to choose one or the other, the Children are encouraged to dis-
cover their own hybrid conceptions of normality through a process of criticism 
and self-reflection. 
6.7. CONCLUSION: EVERYDAY LIFE AS POLITICAL STRATEGY
Through its visual and narrative presentation, Zettai Karen Children shows how 
its characters are deeply and emotionally connected to the Esper-Normal dis-
tinction that affects their society. By emphasizing the externalization of the 
characters’ internal psychologies and utilizing comedic expressions in contrast 
with more serious and dramatic ones, ZKC not only highlights their experiences 
with subtler forms of alienation in their science fictional society but also sug-
gests a potential method for dealing with that sense of difference. The Children 
in particular are shown as being witness, both directly and indirectly, to a vari-
ety of small tensions between Espers and Normals, while their own unique 
circumstances as being among the most powerful Espers in the world leads 
them to feel especially “abnormal.” In response to this, the Children, with the 
help of their supervisor and caretaker Minamoto, are portrayed as consciously 
working towards perceiving themselves as inherently “normal” by politically 
utilizing the love and trust they have for each other. While this may appear 
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to be a compromise of the logical and rational process of the science fictional 
narrative, in actuality these emotions act as the very foundation of the sense of 
cognitive estrangement in ZKC.
The effects of emotions in terms of the novum in ZKC are twofold. First, it 
utilizes the emotional perspectives of a variety of characters, especially the 
Children, as a means of experiencing the alternative environment of the manga. 
Second, while the use of emotions in ZKC is in certain ways conventional and 
would likely fit into a more purely literary narrative, the active pursuit of nor-
mality and the challenges that arise from it transform the Children’s emotions 
into a part of the SF environment that is then cognitively explored in great detail. 
Nowhere is this more evident than in the fact that, as a method for reinforc-
ing their senses of identity, the “normality approach” reveals itself to be quite 
complex despite its seeming simplicity. This is not merely because it functions 
by combining Carol Hanisch’s idea of the personal as political with Martha 
Nussbaum’s argument for re-evaluating the way society defines “normal,” but 
also because it involves embracing a substantial contradiction. 
The normality approach requires encouraging in the Children a sense that 
their comparatively superhuman abilities make them normal (natural normal-
ity) while also fostering the idea that they can participate in society in ways 
other children would take for granted (social normality), and to concentrate on 
one comes at the possible expense of the other. Rather than treating this as a 
problem, however, ZKC suggests that this incongruity can be useful, as it poten-
tially allows for a more complex and ever-shifting conception of normality that 
continually challenges and improves itself. Overall, ZKC takes the seemingly 
conventional concepts of love, trust, and the desire to be normal and transforms 
them into the cornerstone of an SF narrative that is political because of its focus 
on emotions. Elaborating the problem of “everyday alienation” in the Children’s 
lives, the presence of emotions such as happiness and anger, and their visual 
portrayals in the manga, allow Zettai Karen Children to offer and then investigate 
the idea that actively thinking of oneself as normal (as opposed to merely trying 
to present oneself as normal) can become the foundation for a political strategy 
located in the everyday.
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CHAPTER 7: COPPELION AND “INTERNAL” CONFLICT
Up to this point, each in-depth analysis of a science fiction manga has assumed 
a relative internal consistency in terms of how emotions are conveyed. The idea 
thus far has been that one can better study the science fictional content and 
ideas of a particular work by establishing a firm grasp of the usage of emotion 
in a particular title. However, Inoue Tomonori’s Coppelion (2008-present) pres-
ents a case that requires a slightly altered approach. Coppelion is a manga that 
modifies both how it presents emotion and which characters’ emotions are con-
sidered of greater importance over the course of its serialization as it highlights 
the abuse of nuclear power in a near-future setting. Due to this approach, the 
question of how emotions reveal the underlying science fictional ideas of its 
narrative is, unlike the prior two chapters, less relevant in the face of the clear 
political criticism in Coppelion. Instead, by looking at changes in the visual 
expression of emotion, this chapter focuses on how the critical view of nuclear 
power varies in particular ways according to shifts in where and how emotions, 
particularly in terms of fear and anxiety over one’s humanity and mortality, are 
emphasized. Through this process, I argue that the conceptual conflict between 
these strategies creates a more robust and cognitive sense of the issues pre-
sented by Coppelion, which include not only nuclear energy but also broader 
criticisms of the abuse of power in general.
Although this dissertation is not about seeing whether science fiction can suc-
cessfully “predict” the future, it is worth mentioning that if one were to describe 
SF as a fiction of prescience, then Coppelion is arguably quite relevant. Premised 
around a massive earthquake and nuclear disaster which create massive social and 
environmental repercussions in both Japan and around the world, Coppelion draws 
inevitable comparison to the Tohoku earthquake and tsunami which damaged the 
Fukushima Daiichi Nuclear Power Plant on March 11, 2011 (hereafter 3.11), three 
years after the first publication of Coppelion. Setting its meltdown in 2016, Coppelion 
would be perceived as coming so close to reality that its anime adaptation, originally 
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announced in 2010,338 was placed on indefinite hiatus after 3.11, eventually airing in 
late 2013 only after a new production removed all direct references to radiation.339 
Given this, and the fact that the manga does appear to dial back the presence of 
nuclear power at one point, it would make sense that the manga had undergone a 
similar type of self-censorship because of 3.11. In fact, Fukushima cannot be held 
responsible because this shift occurred well before the disaster, and if anything 
Coppelion post-3.11 is actually more critical of nuclear power in certain respects. 
Thus, having acknowledged the context in which Coppelion was created and contin-
ues to be published, this history can more or less be set aside moving forward. The 
main concern here is how Coppelion as a manga expresses its ideas. 
On a technical note, this chapter uses two sets of general terms to catego-
rize the narrative content of Coppelion. First is the use of the labels Part 1, Part 2, 
and Part 3 in reference to the manga’s own self-assigned story arc designations 
(ichibu, nibu, sanbu).340 Though there is a Part 4, it is still ongoing in Japan and 
will not be examined here. The second set of terms refers to general shifts in 
expression in the manga, which are labeled as the “early” chapters (covering 
Part 1), the “middle” chapters (Part 2 up to the beginning of Part 3 before 3.11), 
and the “later” chapters (post-3.11 up to the end of Part 3). Coppelion also does 
not include page numbers and is somewhat inconsistent with its chapter num-
bering, so chapter names are used instead. 
7.1. CRITICISM OF NUCLEAR POWER
The main narrative of Coppelion takes place in Japan 20 years after an earth-
quake damages the fictional “Daiba Nuclear Power Plant” in Odaiba and 
subsequently contaminates all of Tokyo. In the period between the disas-
ter and the “present” of 2036, significant changes include Japan moving 
its capital back to Kyoto, as well as countries around the world (including 
338.  “Coppelion Science-Fiction Action Manga Gets TV Anime,” Anime News Network, 
September 1, 2010, accessed December 10, 2013, http://www.animenewsnetwork.com/
news/2010-09-01/coppelion-manga-gets-tv-anime. 
339.  The anime refers to the meltdown as ano jiko [that accident] while hōshanō osen [nuclear con-
tamination] is referred to as simply osen [contamination]. In addition, “Tokyo” is replaced by 
kyūshito [the old capital]. Coppelion, directed by Suzuki Shingo (2013; VIZ Anime), Streaming 
Video, accessed December 27, 2013, http://www.vizanime.com/coppelion.
340.  Part 1 includes chapters from Volumes 1-3, Part 2 includes Volumes 3-9, and Part 3 includes 
Volumes 9-18.
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the United States) foregoing nuclear power, but the most important devel-
opment is the creation of artificial clones341 genetically engineered by the 
Japanese government to possess radiation antibodies, all of whom are teen-
agers. Known as “Coppelions,” they are made a part of the Japan Ground 
Self-Defense Force and assigned to Tokyo due to their immunity. From these 
clones, three girls named Naruse Ibara, Nomura Taeko, and Fukasaku 
Aoi342 (center, right, and left respectively in figure 7.1), collectively known as 
hoken gakari [the medical group], are tasked with finding and rescuing the 
“survivors” still living in Tokyo after the disaster. The primary novum of 
Coppelion is thus a matter of how the world has changed after the meltdown 
in Tokyo and the creation of the Coppelions as radiation-immune individu-
als in response to this, with the manga initially emphasizing the former over 
the latter.
Figure 7.1. The main characters of 
Coppelion: Fukasaku Aoi (left), Naruse 
Ibara (middle), Nomura Taeko (right). 
Source: Inoue Tomonori, Coppelion, vol. 2 
(Tokyo: Kodansha, 2009), cover.
Early Coppelion presents a 
strong anti-nuclear sentiment, 
which makes it fundamentally dif-
ferent from 7 Billion Needles343 or 
Zettai Karen Children344 in that it 
carries a very overt and critical 
social stance on a specific topic. 
Making references to Chernobyl345 
though avoiding Hiroshima and 
341. Not of each other, but of previous humans.
342.  Though this character shares a given name with a character in Zettai Karen Children, all men-
tions of Aoi in this chapter refer to the Coppelion character.
343. Tadano Nobuaki, 7 Billion Needles, 4 vols. (New York: Vertical, Inc., 2010-2011).
344. Shīna Takashi, Zettai Karen Children, vols. 1-16 (Tokyo: Shogakukan, 2005-2009). 
345.  Like Chernobyl, the Daiba Nuclear Power Plant has a structure around it to limit further 
radiation leakage referred to as a sekkan [sarcophagus]. Inoue Tomonori, “Coppelion #3,” 
Coppelion, vol. 1 (Tokyo: Kodansha, 2008).
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Nagasaki (unlike so many other manga concerned with nuclear radiation such 
as Nakazawa Keiji’s Barefoot Gen,346 or Kōno Fumiyo’s Town of Evening Calm, 
Country of Cherry Blossoms (2003-2004)347 and Kono sekai no katasumi ni [In this 
corner of the world] (2007-2009)348), the manga’s criticism of nuclear power can 
often be very blunt and obvious. For instance, when the Coppelions’ commanding 
officer appears on television to show the Daiba Nuclear Power Plant, it is explic-
itly stated that his actions are to remind the people of Japan about the effects of 
the disaster and the irresponsibility which led to it.349 However, the narrative 
also contains criticisms concerning nuclear power that are expressed through 
the interaction of its visual components which, together with the manga’s more 
overt position, gives a more speculative quality to the manga’s presentation of a 
post-disaster Tokyo.
In this regard, early Coppelion uses three visual motifs extensively, all 
of which are closely related. The first motif involves the depiction of realis-
tically rendered, perspectival environments as backgrounds, which can be 
seen in figure 7.2.350 Whether meant to be viewed peripherally such that the 
panel flow encourages the reader to scan past it, or used as prominent ele-
ments that draw attention as visual signposts, the backgrounds in Coppelion 
act as persistent reminders of the world that the characters occupy, espe-
cially in terms of the visible ruin that has befallen Tokyo. The second motif, 
branching off from the first, is the placement of characters against these 
physical environments as a way to view the characters’ emotions relative 
to their physical, social, and psychological conditions. In the case of figure 
7.2, the Coppelions are treating the state of Tokyo almost casually, creating 
a visual incongruity that hints at the idea that something is unusual about 
both them and their environment.
346.  Nakazawa Keiji, Barefoot Gen: A Cartoon History of Hiroshima, vol. 1 (San Francisco: Last 
Gasp, 2004).
347.  Kōno Fumiyo, Town of Evening Calm, Country of Cherry Blossoms (San Francisco: Last Gasp, 
2007).
348.  Kōno Fumiyo, Kono sekai no katasumi ni [In this corner of the world], 3 vols. (Tokyo: 
Futabasha, 2009).
349. Inoue Tomonori, “Coppelion #3,” in Coppelion, vol. 1 (Tokyo: Kodansha, 2008).
350. Seen also in figure 4.2.
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Figure 7.2. The “normal” appearance of the Coppelions contrasts with the ruined appearance of 
Tokyo. Source: Inoue Tomonori, “Coppelion #1,” in Coppelion, vol. 1 (Tokyo: Kodansha, 2009).
Panel 3: “Ibara… that traffic signal looks like it’s broken.”
Panel 4: “Well of course it is. It stopped receiving electricity long ago.”
Panel 5: “So what’ll we do?” [impact on bag] “Let’s find a hotel for today.”
Panel 6: “Route 18 should be just up ahead.”
Panel 7:  “Don’t tell me we’re walking the whole way? In a city this huge?!” “That’s 
right. We learned it in school, remember?”
Panel 8:  “That’s why we shouldn’t be walking around without a care in such a 
dangerous place, right?” “We’re not dolls.”
Panel 9: “It’s just that we have a job to do.” “I know that!”
Panel 10: “But do you really think they’re around? Survivors, that is.”
This incongruity ties into the third motif: the use of familiar Japanese imag-
ery that intentionally appears out of place or even anachronistic in the greater 
context of the work, which emphasizes a kind of visual estrangement. This 
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includes the use of environmental elements such as Japanese cultural symbols 
and Tokyo landmarks, but the most prominent example by far is the Coppelions’ 
appearances as beautiful high school girls. Clad in visibly generic Japanese high 
school uniforms, the Coppelions represent a loss of normality within Tokyo, while 
their “school” theme even extends into non-visual elements, such as their des-
ignation (students assigned to administer medical aid in Japanese high schools 
are referred to as hoken gakari). The characters, the realistically rendered back-
grounds, and the cultural symbols inform each other, drawing attention to how 
the characters occupy the world of Coppelion.
The first encounter between the Coppelions and a survivor directs attention 
towards the survivor’s emotional and psychological state through a complex 
interaction of visual motifs and emphases on both flow and page composition. At 
this point, the manga has not yet revealed that the cause of Tokyo’s condition is 
radiation, so when the first survivor appears, the fact that he is wearing a bulky 
radiation suit encourages a comparison between Ibara and the survivor (figure 
7.3) within their surrounding environment (figure 7.2). Figure 7.3 concentrates 
mainly on the emotions of panic (over his seemingly impending death) and utter 
confusion (over the Coppelions) that are experienced by the survivor in this sit-
uation. In particular, this is accomplished by emphasizing a strong diagonal of 
panels on the right page through the repeated depiction of the survivor’s pro-
tective mask while alternating these panels with his point of view perspective 
of Ibara in her school uniform. By also utilizing both the slanted view in the 
first panel and Ibara’s line of sight in the sixth panel, the page highlights the 
survivor’s panic over his impending death and his utter disbelief over seeing 
someone without a protective suit calmly approach him. This is reinforced by 
the survivor’s own words: “I… impossible… Is she mad…?! How could she not 
wear a protective mask?”351 Additionally, the panels of Ibara preparing her “gun” 
(actually a device for administering medicine) further express this heightened 
sense of fear in the survivor. Overall, the composition and flow resembles a 
scene in Barefoot Gen where Gen witnesses the physical mutilation of the human 
body caused by the atomic bomb, described by Kajiya Kenji as mostly emotional, 
point-of-view shots,352 but it is notable that the “horror” here is the uniform-clad 
351. Inoue Tomonori, “Coppelion #1,” in Coppelion, vol. 1 (Tokyo: Kodansha, 2008).
352.  Kajiya Kenji, “How Emotions Work: The Politics of Vision in Nakazawa Keiji’s Barefoot 
Gen,” in Comics Worlds and the World of Comics: Towards Scholarship on a Global 
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school girl. This juxtaposition of the survivor and Ibara draws further attention 
to the fact that the radiation suit makes the survivor appear almost alien, so 
when it is revealed that regular humans in Tokyo are forced to wear these suits or 
die, the image of the Coppelions as “typical high school girls” becomes the basis 
for showing how this “visual dehumanization” reflects an actual dehumaniza-
tion of the survivors by radiation.
Figure 7.3. The radiation suit and the contrast with Ibara visually de-humanize the survivor. 
Source: Inoue Tomonori, “Coppelion #1,” in Coppelion, vol. 1 (Tokyo: Kodansha, 2008).
Panels 1 to 3: [breathing through mask]
Panel 5: “I-impossible…”
Scale, ed. Jaqueline Berndt, Global Manga Studies, (Kyoto: International Manga Research 
Center, Kyoto Seika University, 2010), 259, accessed February 24, 2014, http://imrc.
jp/2010/09/26/20100924Comics%20Worlds%20and%20the%20World%20of%20Comics.pdf.
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Panel 6: “Is she mad…?! How could she not wear a protective mask?” [cap popping off]
Panel 7:  “I’m going to administer a cure-all called Ether. Calm your breathing.” 
[cartridge loading]
Panels 8 to 9: [breathing through mask]
Panels 10 to 12: [pressure against suit] [breathing through mask] [bang] “Ugh…”
This encounter is an example of how the early chapters of Coppelion 
utilize emotion in terms of the survivors remaining in Tokyo, with the 
Coppelions themselves acting as an additional layer of subjective perspec-
tives. Using the three visual motifs mentioned above, Coppelion elaborates 
on life in post-meltdown Tokyo, showing how the survivors, as a collection 
of individuals with their own unique circumstances, have been affected 
physically and psychologically by the radiation. When Coppelion presents a 
couple who are actually escaped criminals originally convicted for murder, 
for example, these characters become representative of those condemned 
by Japanese society before the nuclear disaster ever occurred, as opposed 
to “normal” Japanese people. Along with another survivor introduced later, 
an elderly woman who was abandoned by her family during the disaster, 
Coppelion raises the question of how the fringes of society such as criminals 
and the elderly either choose to or are forced to treat Tokyo as an “island” 
separate from Japan’s main society.
Living in surprisingly fair conditions in an abandoned hospital replete 
with furniture and a shower, the criminals refuse the Coppelions’ offer for 
evacuation because they believe that they would be re-arrested upon leav-
ing Tokyo and have their daughter Miku taken from them.353 As a physical 
environment, the criminals’ home is presented as a space where they can 
comfortably remove their suits and restore their visual humanity, but like 
Ibara and the other medical group Coppelions themselves, the mundane 
qualities of this home appear out of place in Tokyo’s environment. The crim-
inals’ emotions, ranging from fear (of what could happen to their family), to 
concern (over Miku), to anger (at the Japanese government) highlights the 
fact that living in such a fashion requires the belief that there is nothing for 
them outside (figure 7.4).
353. Inoue Tomonori, “Coppelion #7,” in Coppelion, vol. 1 (Tokyo: Kodansha, 2008).
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Figure 7.4. The mundane nature of the criminals’ home in Tokyo speaks to their positions as out-
casts. Source: Inoue Tomonori, “Coppelion #6,” in Coppelion, vol. 1 (Tokyo: Kodansha, 2008).
Panel 1: “Please tell us, why do you feel so strongly about living in this city of death?”
Panel 2: “You’re still young. You could live any city or town you want, right?”
Panel 3: “That’s impossible for us. Because we’re criminals.”
Panel 4: “What…?”
Panel 5: “North of here is Fuchū Penitentiary, the largest prison in Japan.”
Panel 6:  “A group of us broke out of jail during the chaos caused by the disaster 20 
years ago. Yūko and my deceased wife were there too.”
Panel 7: “Could these clothes be…?” “Looks like it.”
Panel 8: “…Was it that serious of a crime…?”
Panel 9: “I think so. All of us were in a jail specifically for those convicted for murder.”
Panel 10: “Please!” [grab] “We don’t care what happens to us!”
Panels 11 and 12 :   “But please protect our daughter Miku! We’ll shoulder any sin if it’s for her.”
In contrast to the criminals who refuse to leave, Coppelion also introduces a 
survivor named Shiba Denjirō as someone who remains in Tokyo because he feels 
personally responsible for its condition. Shown to be the original designer of the 
Daiba Nuclear Power Plant, his decision to voluntarily “become” a survivor is the 
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result of his guilt, as are his attempts to use his intelligence to aid other survi-
vors, such as designing the radiation suit seen in figure 7.3 and figuring out ways 
to generate small amounts of clean food and water.354 When Shiba attempts to 
commit suicide, Coppelion combines familiar Japanese imagery with the theme 
of the dehumanizing radiation suit: Shiba’s chosen site of death is Ōkunitama 
Shrine, one of the five major shrines of Tokyo, reflecting both a desire to return to 
nature and to apologize to it (figure 7.5). His chosen method of death is to remove 
his helmet, briefly restoring his humanity at the attempted cost of his life (figure 
7.6). This scene is conveyed primarily in terms of Ibara’s emotional reaction to 
Shiba’s own inner turmoil, which in Coppelion ties the characters’ emotions to 
“humanity,” both in the sense of “species” and “compassion.”
Figure 7.5. Emotion is combined with heavily Japanese imagery in the form of a famous 
Tokyo shrine (part 1). Source: Inoue Tomonori, “Coppelion #19,” in Coppelion, vol. 3 (Tokyo: 
Kodansha, 2009).
Panels 1 to 3: [step] [environmental noises] “The front of the shrine.”
Panel 4:  “What in the world…?” [hands clapping together] “This place has been 
preserved really well, huh.”
354. Inoue Tomonori, “Coppelion #12,” in Coppelion, vol. 2 (Tokyo: Kodansha, 2009).
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Panel 5: [surprise] “Pretty, isn’t it?”
Panel 6: “I come by to take care of it every month.”
Panels 7 to 8: “Doctor!” [dash] “Thank goodness…!” [shock]
Figure 7.6. Emotion is combined with heavily Japanese imagery in the form of a famous 
Tokyo shrine (part 2). Source: Inoue Tomonori, “Coppelion #19,” in Coppelion, vol. 3 (Tokyo: 
Kodansha, 2009).
Panels 1 to 3: “A nice wind… To think the sunlight is this warm… It’s so beautiful.”
Panel 4:  “Your mask… how many minutes have you been without your protective 
mask…?!
Panel 6: “Just now… I heard your footsteps.”
Panel 7: “Only 10 minutes left… damn it!”
Panel 8: “Ibara! No way!” “What are you doing?! His mask is…”
Panel 9:  “I’m going to shoot him with Ether! He hasn’t hit the point where ion 
exchange would have occurred!”
Panel 10: “But the effect of the Ether is only 10 minutes!”
Even when no survivor characters are visible, the manga often evokes their 
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presence. In figure 7.7, the Coppelions discover a makeshift mass grave inside of 
a Tokyo racetrack. The panels depicting the grave (portrayed as a pile of bones 
three times the height of the Coppelions with a wooden tombstone in front) are 
followed by the panels in figure 7.8, where the Coppelions explain how bones 
are highly susceptible to the radioactive isotope Strontium-90, such that even 
attempts to respect the dead are compromised by radiation. Much of the space 
on these pages is devoted to showing how Ibara and Taeko react with grief over 
the lives lost and the irony that a place created in an attempt to respect the dead 
has become itself a source of death. However, the saddened reactions of the 
Coppelions draws attention less to themselves and more to how the grave itself 
reflects the emotions, sentiments, and cultural actions of the survivors.
Figure 7.7. The makeshift graveyard hints at the survivors’ attempts to remain human (part 1). 
Source: Inoue Tomonori, “Coppelion #7,” in Coppelion, vol. 1 (Tokyo: Kodansha, 2008).
Panel 1: /Rest in Peace/
Panels 3 to 5:  “Urgh…” “A grave, huh. This is the only thing we could see from the 
satellite view.” “Ugh… Urghhh…!”
Panels 6 to 7: “Sorry, I’m not feeling so well…” “A lot of people died… in this city…”
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Panel 9: “Ibara, the girl!” “She’s nowhere to be found.”
Panel 10: “The radiation is too strong here, so we can’t use this.”
Panel 11: “But why is the radiation level so high here?”
Figure 7.8. The makeshift graveyard hints at the survivors’ attempts to remain human (part 2). 
Source: Inoue Tomonori, “Coppelion #7,” in Coppelion, vol. 1 (Tokyo: Kodansha, 2008).
Panel 1: “Do you still remember about Strontium-90?”
Panel 2:  “Yes... It’s one of the radioactive isotopes found in nuclear fallout. It has a 
half-life of 29 years.”
Panel 3:  “Instead of gamma rays it produces beta rays, and they don’t go very far, so 
it can be blocked by a sheet of veneer or aluminum… what else was there?”
Panel 4: “It has one other special characteristic. It acts like calcium.”
Panel 5: “Calcium…? Wait!”
Panels 6 to 8:  “That’s right. Strontium-90 enters the body like calcium, and builds up 
in the bones and teeth. So with this many bones…the amount of beta 
rays must be tremendous.”
Panels 9:  “But a single sheet of aluminum should be able to protect against beta 
rays-”
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 Panel 10:  “That’s data that humans have come up with. They also said that Tokyo 
would never end up like Chernobyl because the design of the reactor was 
completely different.”
The characters of Coppelion in the early chapters provide alternative perspec-
tives to their SF environment, though there is a degree of separation regarding the 
consequences of the radiation, with the survivors more closely affected than the 
Coppelions. Foregrounding the survivors’ emotions against the image of a dev-
astated Tokyo, the manga presents the idea that those emotions, which include 
remorse and rejection, cannot be separated from their immediate environment. 
By using their subjective emotional perspectives to emphasize their unique and 
individualized positions, early Coppelion works to create a complex image of 
the survivors as more than simply a mass of people waiting to be rescued. The 
Coppelions, in turn, act as emotionally-oriented versions of the “formal ‘registering 
apparatuses’”355 found in utopian fiction. Through this dual-layer of interpretation, 
the narrative itself works to extend these survivors’ contexts beyond just radia-
tion by presenting situations such as the criminals’ and Shiba’s to suggest that the 
issue with nuclear power lies not only in its physical danger. 
Rather, by addressing both the sense of anger in those who have been aban-
doned by the rest of society and those who would feel guilt over the problems 
created by radiation, Coppelion indicates that its criticism of nuclear power in 
the early chapters is also directed at the very sociopolitical structure that makes 
the mishandling of nuclear power likely. One of the significant factors in Shiba’s 
story is that it was not the design of the nuclear power plant itself that caused the 
disaster, but poor maintenance as well. Though Coppelion cannot be argued to 
predict the exact circumstances that led to 3.11, the Fukushima meltdown has 
similarly been revealed to be “the result of collusion between the government, 
the regulators and TEPCO, and the lack of governance by said parties” that 
“effectively betrayed the nation’s right to be safe from nuclear accidents.356 The 
portrayal of the Japanese government in the narrative as one that would sweep 
355.  Philip E. Wegner, Imaginary Communities: Utopia, the Nation, and the Spatial Histories of 
Modernity (Berkeley: University of California Press, 2002), 13.
356.  Kurokawa Kiyoshi, et al., “The Official Report of the Fukushima Nuclear Power Accident 
Independent Investigation Commission,” 2012, accessed March 17, 2015, http://warp.da.ndl.
go.jp/info:ndljp/pid/3856371/naiic.go.jp/wp-content/uploads/2012/09/NAIIC_report_hi_res10.pdf
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undesired elements of society underneath the rug through selective ignorance 
reflects also the real Japanese government pretending that there was nothing 
wrong with their country’s nuclear power plants, and Coppelion essentially 
argues that this needs to change.
However, a curious shift begins to occur in the manga after these early 
chapters, as the use of emotion to provide alternative perspectives begins to 
concentrate more on the Coppelions than the survivors. In the next two sections, 
I show how this change not only impacts the particulars of the political criticism 
offered by Coppelion, but that the manga begins to utilize the collective feelings 
of the Coppelions increasingly as an interpretation of a novum that involves fac-
tors both external (the post-meltdown environment) and internal (how they feel 
about their existence as genetically engineered beings).
7.2. HOW COPPELION BECOMES “ABOUT COPPELIONS”
The Coppelions are a constant visual presence in the manga, and from the very 
beginning act as characters with their own psychological contexts. In terms of 
personality, Ibara greatly believes in the Coppelion cause, Aoi is insistent on 
emulating the popular media image of a “normal girl” as a way of asserting her 
humanity, and Taeko is fond of animals and refers to them as “people.” Coppelion 
uses their existences as genetically engineered clones to position them within 
the world, such as when Shiba, in reference to his use of artificial light to grow 
crops, says that anything man makes is an imitation. Here, Aoi’s expression in 
response indicates that his words have unintentionally hurt her because they 
remind Aoi of the fact that she is a product of science (figure 7.9 Similarly, the 
Coppelions are often referred to as “dolls” as a reflection of their origins.357 Even 
with this level of characterization, however, for the most part the Coppelions 
function in the early chapters as the “eyes” through which the reader can 
observe the condition of their world, and which in combination with their osten-
sible image as out-of-place high school girls places emphasis more on Tokyo and 
the survivors’ psychological and social concerns in relation to nuclear power. 
Even when they are the only characters visible, such as in figures 7.7 and 7.8, 
their emotions are in response to the survivors. 
357. Inoue Tomonori, “Coppelion #7,” Coppelion, vol. 1 (Tokyo: Kodansha, 2008).
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Figure 7.9. Aoi reacts to the implicit notion that she cannot be considered a real human being. 
Source: Inoue Tomonori, “Coppelion #12,” in Coppelion, vol. 2 (Tokyo: Kodansha, 2009).
Panels 1 to 3:  “This is our limit. We can raise livestock and vegetables, but we can’t 
provide what nature itself can.”
Panels 4 to 5:  “Living things can’t live healthily unless they’re out in the open. A fake 
sun won’t do. Anything man makes is an imitation.”
In contrast to this, the middle chapters of Coppelion undergo various changes 
that result in the emotional focus of the manga shifting to the Coppelions them-
selves, most prominently through the introduction of three new Coppelions, 
effectively doubling their numbers in the story. The first, a boy named Kurosawa 
Haruto, acts as a love interest for Ibara, and while romance does not mean a loss 
of science fictionality, here it is one sign of a narrative that increasingly empha-
sizes the Coppelions as characters. The other two, sisters Ozu Kanon and Ozu 
Shion, are “rogue Coppelions” who abandon their mission due to their contempt 
for humanity. Along with the “First Division,” a part of the Japan Ground Self-
Defense Force abandoned in Tokyo 20 years ago during the disaster, their clear 
purpose as antagonists for the entirety of Part 2 greatly simplifies the narrative 
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into a fight against opposing forces. In pushing this type of conflict, the manga 
also introduces the concept of “Coppelion vs. Coppelion combat,” which further 
contributes to the overall greater focus on the Coppelions.
Coppelion vs. Coppelion battles mark a significant change in the man-
ga’s narrative away from the individual survivor-centric stories. By having the 
Coppelions fight each other, Coppelion takes on the traits of a typical shōnen 
battle manga as it repositions the Coppelions as characters who wield their 
superpowers against each other, and unlike Zettai Karen Children, the concept 
of the “everyday” is rarely a factor outside of Aoi’s desire to be a fashionable girl. 
Figure 7.10 for example depicts Kanon’s control of electricity, focusing heavily on 
its use as an offensive weapon by abstracting the backgrounds in which it is por-
trayed. On the following page (figure 7.11), the electricity becomes so abstract in 
its portrayal that it blacks out the background and removes any sense of physi-
cal environment, resulting in the page becoming entirely about Kanon and her 
physical expressions.
Figure 7.10. The backgrounds support the fantastical nature of the superhuman abilities intro-
duced in the middle chapters of Coppelion (part 1). Source: Inoue Tomonori, “Mission.19 ‘Ozu 
shimai o yattsukero!’ [Let’s get the Ozu sisters!],” in Coppelion, vol. 5 (Tokyo: Kodansha, 2009).
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Panels 1 to 2: “She used her sister as a shield!” [wind, twitching]
Panel 3: “Haha…” [removing glove] “You’ve made me mad, you know?”
Panel 4:  “She’s taking off her glove. What’s her special power?” [sneaking closer] “I 
don’t know…”
Panels 5 to 6: [electricity]
Panels 7 to 8: “Agh…!” [thud] “I… Ibara!” [getting up]
Panel 9: “Wha…“ [sparks] “Just now, that was-”
Figure 7.11. The backgrounds support the fantastical 
nature of the superhuman abilities introduced in the 
middle chapters of Coppelion (part 2). Source: Inoue 
Tomonori, “Mission.19 ‘Ozu shimai o yattsukero!’ 
[Let’s get the Ozu sisters!],” in Coppelion, vol. 5 
(Tokyo: Kodansha, 2009).
Panels 1 to 2:  “Ozu Kanon…” [sparks, energy 
crackling] “Her special power is 
electricity…?!” [sparks]
Although the manga originally describes 
the Coppelions as capable of extraordinary 
feats, the abilities portrayed in the early 
chapters are less conducive to depictions 
of fantastical violence. When compared to 
Kanon’s electricity, or Shion’s ability to effort-
lessly punch through solid brick walls, the 
increased athleticism of Ibara and the enhanced eyesight of Taeko are more in 
line with the explorative aspects of Part 1. While the Ozu sisters’ abilities are 
shown to have some practical use in navigating Tokyo (Kanon can use her elec-
tricity to locate people from long distances, for example358), they more readily 
function in terms of their contribution to violent spectacle, placing focus on the 
Ozu sisters over their surrounding environment. Thus, when the manga intro-
duces even more antagonistic Coppelions in Part 3 in the form of characters 
Ichikawa Meisa and Tsuburaya Mana, they continue the trend begun by the 
358.  Inoue Tomonori, “Mission.29 ‘Inokashira kōen no kōbō’ [Offense and defense in Inokashira 
Park],” in Coppelion, vol. 5 (Tokyo: Kodansha, 2009).
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Ozu sisters towards more battle manga-style displays of superhuman abilities. 
Meisa’s ability to transform her body into tiny particles and Mana’s ability to lev-
itate objects and manipulate plasma are so unreal that when a fight scene occurs 
in the manga between Meisa, Mana, and the Ozu sisters (who at that point have 
become allies of the medical unit), the result is that the character-centric focus 
of Coppelion vs. Coppelion combat is even more pronounced (figure 7.12).
Figure 7.12. A confrontation between Coppelions utilizes a “battle manga” aesthetic. 
Source: Inoue Tomonori, “Phase.39 ‘Dengeki! Genkai batoru’ [Electricity! Battle to the limit],” 
Coppelion, vol. 13 (Tokyo: Kodansha, 2012).
Panels 1 to 2: “It’s coming again. Get behind me, Shion!” [blast of energy]
Panels 3 to 4:  “If I bring my electricity to full power… I can send her attack right back 
at her!” [impact]
Panels 5 to 7: “She sent it back again!” “Graaagghh!” [explosion]
Panel 7: “Damn it!” [heavy breathing] “I can do it, but I can’t aim it well enough!”
Panels 8 to 9:  “Mana! She’s tired from using her electricity too much! Rapid fire, now!” 
[shots firing]
The inclusion of fight scenes in and of itself does not automatically generate 
greater visual emphasis on the Coppelions, as there are a number of violent con-
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frontations already in Part 1, as well as the recurring presence of military imagery 
(weapons, vehicles, uniforms, even Ibara’s gun) throughout the manga. However, 
when comparing a confrontation from Part 1 to the battles in figures 7.10, 7.11, and 
7.12, the background has a noticeable effect on how conflict is presented. Figure 
7.13 depicts the climax of the escaped convicts’ story in a dilapidated hotel liable to 
crumble at any moment. Ibara faces the female criminal seen crying on the couch in 
figure 7.4, who has been hiding Miku as a way to prevent the Coppelions from taking 
them out of Tokyo. Unlike figures 7.10, 7.11, and 7.12, where the emotional emphasis 
is mainly on the Coppelions due to how the backgrounds act as the “stage” upon 
which they fight, the panel sequences in figure 7.13 are more about showing the 
characters in relation to their physical environment and by extension the condition 
of Tokyo. Though the brief glimpse of the stepmother’s face through her mask in the 
eighth panel is without background, it connects to the panels before and after it, giv-
ing an environmental context to her fear of losing everything dear to her.
Figure 7.13. A conflict in the early chapters emphasizes the condition of Tokyo and one 
woman’s concern over losing the life she has found within the city. Source: Inoue Tomonori, 
“Coppelion #9,” in Coppelion, vol. 2 (Tokyo: Kodansha, 2009).
Panels 1 to 5: [beeping] [crumbling]
Panel 6: [slowly approaching] “Don’t come any closer…!”
dissertation_text.indd   201 4/28/15   9:15 AM
202 •  CARL K. LI
Panels 7 to 8: “If you get any closer…I’ll shoot... So please… don’t come any closer!”
Panel 9: “Where is Miku?! If you don’t come out-”
Panels 10 to 11:  “S-She doesn’t exist! We were deceiving you from the very beginning! 
Ahahaha… You were completely fooled!”
Panel 12: “Let her go.”
In addition to the overt use of the Coppelions as a “team” of “beautiful 
fighting girls”359 a clear change in the designs of each subsequent group of 
Coppelions takes the overall visual aesthetics of the Coppelions progres-
sively further away from the manga’s use of “high school girls in uniform” as 
representative of an out-of-place normality and towards a sense of kyara360 
by emphasizing visually striking and unique qualities in each Coppelion. 
Whereas Taeko’s uniform for instance is distinguished from the rest of the 
medical group because she wears a vest (figure 7.1), for example, Kanon’s 
design involves a large coat and scarf which obscure her uniform (figure 
7.11), and Meisa’s appearance revolves around being disheveled and having 
an artificial left eye with a nuclear symbol on its pupil 
(figure 7.14). This change in appearances, as well as the 
Coppelions’ increase in number from six to eight, serves 
to draw even more attention to the Coppelions as individ-
ual, emotional characters and to reinforce the manga’s 
greater focus on them in the middle chapters.
Figure 7.14. Ichikawa Meisa represents the later Coppelion design 
aesthetic that greatly emphasizes kyara, thus showing how the 
girls go from being visually “typical” to “atypical.” Source: Inoue 
Tomonori, Coppelion, vol. 10 (Tokyo: Kodansha, 2011), cover.
The second visual motif, the character-background 
relationship and its application as seen in the early chap-
ters, still exists in the middle chapters of Coppelion, but 
it is used less frequently due to the fact that the battles 
359.  Saitō Tamaki, Beautiful Fighting Girl, translated by J. Keith Vincent and Dawn Lawson 
(Minneapolis: University of Minnesota Press, 2011), 3-8 and 128-129.
360.  Itō Gō, Tezuka is Dead: Postmodernist and Modernist Approaches to Japanese Manga 
(Tokyo: NTT Shuppan, 2005), 263.
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depicted in Parts 2 and 3 reduce the importance of backgrounds, either by 
minimizing their presence or by using them as backdrops against which the 
Coppelions fight. Moreover, when the manga does encourage a visual sense 
of relevance between the characters and their environment, the focus on the 
radiation-immune Coppelions simply cannot produce the same questions that 
the survivors’ circumstances would provide, especially when considering how 
Tokyo’s contamination relates to the survivors’ sense of mortality. Rather, when 
it comes to the Coppelions, the primary science fictional aspect that concerns 
them is their own origin as genetically engineered clones. This re-adjusts the 
novum such that the significance of radiation in Coppelion is visibly lessened 
while genetic engineering becomes increasingly central to the narrative.
During the fight between the Coppelions seen in 7.10 and 7.11, the manga 
includes a flashback to explain why Kanon despises human beings (figure 
7.15). As she overhears two things, first that the Coppelions were named as 
such in order to avoid thinking of them as humans, and second that they pos-
sess abnormally short life spans which risk ending abruptly, the background 
depicts the school where the Coppelions are trained as cold and sterile, 
which invites the association of Coppelions with laboratory experiments. In 
the last panel, the Tower of the Sun, a large sculpture from the World’s Fair 
in Osaka in 1970, acts as a reminder of the school’s location and its distance 
from Tokyo. Here, away from combat, the style of background used in the 
earlier chapter appears. When the manga returns to the present in figure 
7.16, however, the backgrounds throughout the panels are acting as some-
thing in between “stages for battles” and the “physical environments that 
draw attention to how characters exist within a space.” As Ibara responds 
to Kanon’s fear of death and desire for revenge against humans by speaking 
about how the survivors are doing their best to live, and how even with a very 
limited life span Ibara herself would not mind living out the rest of her days 
in Tokyo, the clouds in the background act as a persistent presence through-
out the pages that connect Ibara and her words to Kanon (figure 7.16). The 
clouds are rendered in a style that appears realistic yet makes them look sim-
ilar to an abstract expressive background, which emphasizes both of their 
facial expressions as Ibara overall shows a determined sense of purpose and 
acceptance of herself as a Coppelion and Kanon appears confused and even 
bitter towards Ibara’s words. 
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Figure 7.15. A flashback restores a more prominent use of realistic backgrounds. Source: 
Inoue Tomonori, “Mission.20 ‘Ningyo’ [Dolls],” in Coppelion, vol. 5 (Tokyo: Kodansha, 2009).
Panel 1: “Kurosawa Haruto and the Vice Principal with his stupid mustache?”
Panel 2: “So…” [smack] “How long do we have?”
Panel 3: “I don’t know. The experts said there would be individual differences…”
Panel 4: “Individual differences…?”
Panel 5: “I finally understand why we’re referred to as dolls.”
Panels 6 to 8:  [squeaking, scratching] “It’s so when we die you won’t feel any guilt. 
Someday, just like this lab mouse, we’ll fall over and take our last 
breaths.”
Panel 9: “Do you know what this means, Naruse Ibara?”
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Figure 7.16. The semi-real, semi-abstract background emphasizes the Coppelions’ the 
different emotional confrontations with the question of their own humanity as Kanon 
feels overwhelmed by Ibara’s acceptance of her own mortality. Source: Inoue Tomonori, 
“Mission.20 ‘Ningyo’ [Dolls],” in Coppelion, vol. 5 (Tokyo: Kodansha, 2009).
Panel 1: [wind] “All living things die eventually. That’s all I’m talking about.”
Panels 2 to 4:  [rumbling] “Are you a moron? I’m talking about how we’re going to die. 
It’s not like we’ll be nice and comfortable on our deathbeds. Don’t give 
me that crap!”
Panel 5:  At the mobilization ceremony… For some reason I had a feeling that we 
wouldn’t ever make it back to Osaka. I think… the very DNA in my body 
already knew.”
Panels 6 to 7:  “If that’s the case, then if I can live my life to the fullest in Tokyo… in this 
city… that would be enough for me.”
Ibara’s statement in figure 7.16, while addressing the survivors and the dif-
ficulties they face, also highlights the Coppelions’ lives as artificial beings, as 
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well as the fact that the existentialism expressed by Kanon and Ibara derives 
from their direct connection to science and technology. The main emotional 
focus and potential source of cognitive estrangement thus comes from utilizing 
the backgrounds to highlight the characters over their environment, relying on 
the same visual relationship used in the Coppelion vs. Coppelion combat scenes 
throughout the middle chapters. In this way, the emotional shift from the sur-
vivors to the Coppelions in the middle chapters becomes even more apparent.
7.3. GENETIC ENGINEERING AS EXTENSION OF NUCLEAR CRITICISM
Though there are no official reasons for these changes, Ed Chavez—a former 
manga editor at Kodansha (the same company that publishes Coppelion) and 
current marketing director at Vertical, Inc. (a US manga publisher that once con-
sidered bringing Coppelion over in English)—suggested that it might have been 
for commercial and demographic reasons. Summarizing the magazine in which 
Coppelion has run for most of its existence, Shūkan Young Magazine (“Weekly 
Young Magazine”) as one where the majority of stories are focused on relatively 
realistic forms of wish fulfillment for teenage boys (such as becoming the leader 
of a gang), Chavez remarked that the aggressively political nature of the subject 
matter in the early chapters of Coppelion, though popular with critics, likely did 
not hold much appeal for the existing readership.361 If this were true, it might 
have prompted a change to include those more generic “battle manga” features. 
Although it remains unproven, it is useful to consider the possibility, if only 
because it speaks to a likely interpretation of this change in Coppelion as being 
evidence of Adorno’s concerns over mass culture and compromise362 and that 
this hints at a loss of political significance. What I will show, however, is that 
the changes in how emotions are depicted in Coppelion are actually indicative 
of a manga that tries to maintain its critical stance even as it shifts its emo-
tional focus. In particular, what will become clear is that the treatment of the 
Coppelions’ emotions as a novum allows the manga to more tacitly position 
361. Ed Chavez (former manga editor) in discussion with the author, December 23rd, 2013.
362.  Theodor W. Adorno, The Culture Industry: Selected Essays on Mass Culture, ed. J.M. 
Bernstein (London: Routledge, 2004), 139. See Chapter 2.1 for a more detailed exploration of 
this subject. 
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genetic engineering as a narrative and thematic analogue for nuclear power so 
as to criticize nuclear power in a more indirect fashion. 
It is fairly easy to see why the middle chapters of Coppelion would invite the 
interpretation that it ceased being political. Radiation is still a concern in Part 2, 
but its presentation is lacking in relative nuance. For example, the plan by the 
First Division is a revenge scheme to contaminate the rest of Japan by destroy-
ing the protective “sarcophagus” built around the Daiba Nuclear Power Plant 
after the disaster. Similarly, the presences of radioactive “zones,” areas in Tokyo 
that are deadly to even survivors wearing radiation suits, are treated more like 
obstacles to avoid. Even when nuclear power is attached to less directly harmful 
connotations, the manga connects its use to greed and unscrupulous political 
tactics. In a scene in which a summit of world leaders discuss their economic 
problems since they gave up their nuclear programs, the prime minister of 
Australia (now the world’s leading economic power) suggests a return to nuclear 
energy, using his country’s international status and capital to essentially bribe 
other nations to go along with it.
When nuclear power is utilized in a more nuanced fashion in the middle 
chapters, it is in relation to the Coppelions, for whom it provides a basis for their 
emotional struggles. Mana and Meisa, for example, are “failed Coppelions” who 
involuntarily emit deadly gamma radiation from their bodies, but the focus is 
less on the effects of gamma radiation and more on how these two characters 
cannot fulfill the very purpose they were meant for, helping survivors, because 
of a mistake in their own creation that was beyond their control. This emphasis 
on the Coppelions and genetic engineering becomes even more explicit when 
the narrative introduces Dr. Coppelius, creator of the Coppelions, and begins 
to present questions about their origins. When the manga reveals that both Dr. 
Coppelius and a character named Ōgai (the Japanese government’s chief cab-
inet secretary) are responsible for the creation of the Coppelions for their own 
uses, this further emphasizes the emotional and science fictional exploration of 
self-identity that characterizes the middle chapters.
Furthermore, while survivors are not rendered entirely insignificant, and in 
fact one of the main goals of the Coppelions in Part 2 is to evacuate a pregnant 
woman and her fellow survivors from Tokyo, this is treated as more of a complex 
puzzle than an exploration of the SF environment. In this situation, the Coppelions 
must figure out the best means for transport given the health of the pregnant 
woman and her unborn children, the ever-expanding radioactive “zones,” and the 
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opposition they face from the Ozu sisters and the First Division. In addition, when 
looking at the survivors relative to the Coppelions, the role of the survivors clearly 
changes in ways that affect not only their appearances but also the criticism of 
nuclear power associated with the visual qualities of the survivors. For example, 
whereas the radiation suits in Part 1 are a form of visual dehumanization, the suits 
shown in Part 2 are astronaut suits which have clear visors that allow easy rec-
ognition of characters’ faces (figure 7.17). The more face-obscuring masks still 
exist, but they are used on less sympathetic figures. In particular, when the manga 
introduces the Japanese prime minister as a character, he is shown wearing the 
ineffectual combination of radiation mask and business suit (figure 7.18), which 
implies his ineptness as a leader and his failure to understand the realities of radia-
tion. This image of the prime minister also communicates the character’s attempt 
to be safe from the radiation of Tokyo without visually dehumanizing himself.
Figure 7.17. The radiation suits maintain the humanity of its wearers by showing their faces. 
Source: Inoue Tomonori, “Mission.4 ‘JAXA e Go!’ [Go to JAXA!],” in Coppelion, vol. 3 (Tokyo: 
Kodansha, 2009).
Panel 2: “Geez, Ibara! You’re so stupid, stupid, stupid!”
Panel 3:  “Don’t you want to go back to Osaka? Wahhh!” “Sorry, Aoi. I just kind of 
blurted it out.”
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Panel 4:  “Quit your whining, you’re not some snot-nosed brat! There’s no point in 
getting upset now!”
Panel 5: [hiccups] “What’s up with that scary old guy…?”
Panels 6 to 7:  “That’s our boss Kurobe. He was a construction worker. For us in the 
Mitaka group, he’s like our colonel!”
Panels 8 to 9:  “Mitaka group?” “Yeah, those of us who live around Chōfu and Mitaka. 
Ishikawa Gennai, a repairman! Nice to meet you!” 
Panel 10:  “Nice to meet you… We’re the Third Division of the Japanese Ground Self 
Defense Force-” “I know! I know everything!”
Panel 11:  “You’re a special task force known as Coppelion right? You alighted from 
the west to rescue us survivors…”
Panel 12:  “That’s what we’re supposed to be doing, but the helicopter isn’t coming, so 
saving you is kind of…”
Panel 13:  “Hey, boss Kurobe… My daughter’s condition is bad. I think it’s better if we 
go back to JAXA and reorganize our plans.”
Figure 7.18. The prime minister of Japan wears an ineffectual combination of radiation 
mask and business suit. Source: Inoue Tomonori, “Mission.3 ‘Sōri tōjō!’ [The prime minister 
appears!],” in Coppelion, vol. 3 (Tokyo: Kodansha, 2009).
dissertation_text.indd   209 4/28/15   9:15 AM
210 •  CARL K. LI
Panel 1: /Survivor Patients Hospital/Nagoya Station/
Panels 2 to 3:   [steps, saluting] “Vice Principal…” [yawning] “We’re JSDF members, 
not security guards, right?”
Panel 4:  “So why are we on security detail for this ‘Kyoto Conference?’ Is this country 
seriously this lacking in manpower?”
Panel 5:  “It’s an order from the prime minister. If you disapprove, we can send you out 
with the Third Division, Ibuse.”
Panel 6: “Whoa, you’d go that far! Wow…”
Panel 7: “Good work you’re doing, and thanks for coming all the way to Kyoto!” [step]
Panels 8 to 10:  [saluting] “Who is this little old geezer?” “Why you! I’m the greatest old 
geezer in all of Japan!” “‘Greatest?’ You don’t mean-”
Panel 11:  “You’re our most honorable prime minister?!” [saluting] “It’s too late for that 
now!”
Panel 12:  “Excuse me, Prime Minister Natsume, but the air here is clean, so there’s no 
need to wear that mask.”
Panels 13 to 14:  “Wha…? Ah… I see, it’s because this is a hospital. Though, this is 
pretty close to Tokyo. On the off chance that something should 
happen…”
Additionally, the survivors in Part 2 live in a highly technological struc-
ture created by JAXA (Japan Aerospace Exploration Agency) called “Planet,” 
complete with oxygen chambers, a holographic chamber, and even livestock, 
which largely obviates the questions about how they can manage to live in 
Tokyo. As seen in figure 7.19, unlike the criminals whose home appears nor-
mal to the point of being conspicuous, the “home of the future, today” qualities 
of this facility ignore the friction between the survivors and their environment 
to a greater degree, though it does not completely remove Tokyo’s presence 
entirely.
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Figure 7.19. A “futuristic” shelter gives less attention to the state of Tokyo in Coppelion. 
Source: Inoue Tomonori, “Mission.5 ‘Planet,’” in Coppelion, vol. 3 (Tokyo: Kodansha, 2009).
Panels 1 to 2:  [door opening] “Welcome to Planet. This is your entrance to the science 
of the future.”
Panels 3 to 4: “Wow! This is amazing! It’s like a space station!” 
Panel 5:  “Hmph, living here for 20 years, it’s no different from a prison.” [machine 
sounds]
Use of the visual motifs from the early chapters persists, though their 
specific usage changes as well. When the Coppelions arrive in Shibuya in Part 
3 and come to a massively elaborate and populated nuclear shelter built by Dr. 
Shiba, the manga places a great deal of attention onto the backgrounds both 
inside and outside of the shelter. Shibuya is flooded and now necessitates a 
boat for transportation, the shelter itself is constructed underneath the Shibuya 
109 department store (now called “Shelter 109”), and the inside of the shelter 
is designed to resemble an old-fashioned Japanese farming village. The worn-
down condition of Shibuya also provides a strong reminder of the damage Tokyo 
incurred (figure 7.20), while the fact that the center of the shelter is designed to 
be a year-round festival, complete with a false night sky, creates a visual interac-
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tion between the (literal) background and the characters’ emotions (figure 7.21). 
However, the portrayal of the Shelter 109 survivors is premised around the fact 
that the survivors have given up hope and are consigned to remain there until 
death, carrying little of the complexity of individual circumstances that could be 
seen with the criminals or Shiba in Part 1. Additionally, while there is a political 
statement to be found in transforming Shibuya 109, a symbol of trendiness, into 
a rural village out of a bygone era, the reputation of Shibuya as a youth capital is 
used mainly as a way to elaborate upon Aoi’s character and her conscious pur-
suit of Zettai Karen Children-like social normality. In Part 2, she already exhibits 
a desire to visit the “legendary city where good-looking youths gather togeth-
er,”363 which transforms their arrival in Shibuya into an opportunity to reinforce 
Aoi’s implicit philosophy. Upon seeing Shibuya 109 in figure 7.20, Aoi states, 
“Oh...! Such a divine form! This is the holy land of us girls…!”364
Figure 7.20. The re-purposed Shibuya 109 
highlights Aoi’s desire to be normal. Source: 
Inoue Tomonori, “Phase.18 ‘Chitei no rakuen’ 
[Underground paradise],” in Coppelion, vol. 11 
(Tokyo: Kodansha, 2011).
Panel 1:  “Shelter 109. This is the safe 
area where we live.”
Panels 2 to 3:  “Oh...! Such a divine 
form! This is the holy 
land of us girls…!” “Is 
it? Just looks like a 
fancy building to me.” 
363. Inoue Tomonori, “Coppelion #12,” in Coppelion, vol. 2 (Tokyo: Kodansha, 2009).
364.  Inoue Tomonori, “Phase.18 ‘Chitei no rakuen’ [Underground paradise],” in Coppelion, vol.11 
(Tokyo: Kodansha, 2011).
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Figure 7.21. The ‘festival’ within Shelter 109 
emphasizes the survivors’ roles as victims 
over their individual stories. Source: Inoue 
Tomonori, “Phase.19 ‘Matsuri no yoru’ [Festival 
night],” in Coppelion, vol. 11 (Tokyo: Kodansha, 
2011).
Panels 1 to 3:  [heavy breathing] “Arisu… 
We might not be able to 
change fate, but until the 
very last second, until we 
can’t move anymore, how 
about we keep fighting 
together?”
However, this use of the survi-
vors to emphasize the Coppelions’ 
emotions also reveals how the manga 
positions the Coppelions as charac-
ters to be active sources for science 
fictional engagement. For example, when Taeko has to deliver the woman’s 
twins, Taeko’s fear of being responsible for human life is combined with the 
reveal that Coppelions are physically unable to have children and thus cannot 
pass down their radiation immunity to future generations.365 Taeko’s reaction 
shows a deeper existential concern as to whether or not Coppelions can be 
considered human if they are inherently and biologically incapable of creating 
future generations in the traditional sense. The greater emphasis on Taeko’s 
worry over her identity as a Coppelion in figure 7.23, where the position and 
repetition of her face are the primary contributors to the flow of panels, brings 
attention to the lack of choice the Coppelions possess over their own futures. 
This idea is further reinforced by the fact that the Ozu sisters’ rebellion comes 
from a fear of the abrupt death that can happen to Coppelions as genetically 
engineered beings.
365.  Inoue Tomonori, “Mission.60 ‘Asahi no naka de hohoende’ [Smiling underneath the morning 
sun],” in Coppelion, vol.11 (Tokyo: Kodansha, 2011).
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Figure 7.22. The issue of giving birth in radiation-contaminated Tokyo is used to emphasize 
Taeko’s feelings about her humanity. Source: Inoue Tomonori, “Mission.24 ‘Taeko no ketsui’ 
[Taeko’s determination],” in Coppelion, vol. 5 (Tokyo: Kodansha, 2009).
Panel 1: “How is Ibuki’s condition…?!” “Hey, class rep! We don’t have any time!”
Panels 2 to 3:  “We have no choice but to do it ourselves… but… we’ve never trained for 
childbirth!  I know… Taeko! Call Dr. Edogawa in Nagoya!”
Panel 3: “Wha…?! Where did Taeko go?!”
Panels 4 to 6: [heavy breathing, footsteps] “It’s impossible. What if I fail-“
Panels 7 to 8: “Taeko…? Are you crying…?” “Aoi… You’re still in there?”
Panel 9: “Taeko… Ibuki’s going into labor soon, isn’t she? I can hear her voice.” 
Panels 10 to 11:  “But it’ll be all right because it’s you helping, Taeko! Unlike me, you’re 
really great, so it’ll go well.” “Don’t talk as if you know anything!”  
Panels 12 to 14: [gasp] “ Sorry, I’m… so scared… to be responsible for someone’s life…”
 
The middle chapters see an increased focus on the Coppelions and genetic 
engineering, which creates a science fictional and ideational space in which the 
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Coppelions are emotional characters who interact with the novum both exter-
nally in terms of their relationship with their environment and internally in terms 
of their very bodies being created in response to this environment. Unlike the 
survivors’ relationship with radiation, this is not predicated upon the necessity 
of a visual interaction between character and environment, and can be seen in 
the fact that the emphasis on the Coppelions also comes with a relative reduction 
in the use of backgrounds as a visual representation of the novum. The action-
heavy style as manifested in Coppelion vs. Coppelion combat simplifies the 
narrative in many ways but also creates situations where the Coppelions’ emo-
tions in reaction to their circumstances can be readily expressed. Comparing 
early and middle Coppelion, the key difference is that the former concentrates 
mainly on nuclear power, namely how the survivors cope with the various dif-
ficulties caused by radiation, while the latter focuses on genetic engineering, 
as the existential crises of the Coppelions result in them confronting their own 
potential alienation from regular humans. Coppelion thus goes from primar-
ily reflecting the survivors’ emotions in their environment to focusing on the 
self-reflections of the Coppelions.
A potential explanation for this shift from nuclear power to genetic engi-
neering is that the post-meltdown setting of Coppelion has always been mere 
window dressing to highlight the Coppelions as beautiful fighting girls, and 
that the change in Part 2 is symptomatic of this quality. However, the degree to 
which the early manga concentrates on the survivors dealing with a contami-
nated Tokyo and the way in which it emphasizes the effects of radiation provides 
evidence that, at the very least, the early chapters of Coppelion hold strong crit-
icisms of nuclear power. The presence of panels and pages specifically devoted 
to explaining various concepts about radiation, its effects, and its dangers, such 
as in figures 7.7 and 7.8, also makes this clear. This leaves the possibility that 
the change from Part 1 results in a total loss of the criticism of nuclear power, 
essentially a substantial break away from the original driving force of Coppelion, 
but when looking at the Coppelions and their emotions, the function of genetic 
engineering as a narrative and thematic analogue for nuclear power becomes 
evident. The doubts that the Coppelions feel about their origins and the fact 
that they were created for a specific purpose act as indirect criticisms of nuclear 
power, and how the societal structure of Japan leans towards the eventual abuse 
of high-risk sources of power (either in the sense of “energy” or “might”). Through 
the image of the Coppelions as high school girls and the narrative detail that 
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they cannot have children, this misuse is emphasized as coming at the expense 
of future generations. 
Nevertheless, it is still easy to view the early chapters, with their goal of 
elaborating on the various problems created by nuclear power, as the more 
actively critical portion of Coppelion, and to then characterize the middle chap-
ters as less political because of how the criticism there becomes less direct. 
The causes of the nuclear contamination of Tokyo, an earthquake and melt-
down combined with human neglect, would be realistic possibilities even if 3.11 
never happened, while the moral and ethical questions presented through the 
Coppelions as clones are further removed from reality. However, I argue that the 
genetic engineering-focused portion of Coppelion can actually be considered 
more freely science fictional in certain respects because it is not as burdened 
by the association with radiation. While the criticism of nuclear power is both 
strongly conveyed and filled with finer details which prevent it from being solely 
about moralizing against the use of nuclear energy, its heavy reliance on such 
a specific topic with well-known repercussions in both history and the modern 
day to some extent chains the early chapters to that reality. This even applies to 
the fact that there is such a substantial history and cultural influence regarding 
manga about the atomic bomb (of which Barefoot Gen is by far the most famous). 
In contrast, because genetic engineering on the scale presented by Coppelion 
is currently much further off than the already-documented effects of radiation, 
it allows for an exploration of the subject—through its use of the Coppelions as 
emotional characters—that is not immediately linked to something as highly 
publicized and politicized a social concern as nuclear energy, which gives its 
ideas a potentially broader reach.
Through its relative ambiguity, genetic engineering as the more prominent 
form of the novum allows Coppelion to extend its criticisms beyond the imme-
diacy of nuclear power as a concern and posits the idea that, even if radiation 
specifically is not the issue, similar problems can occur due to human mis-
takes. Coppelion lessens its previously overt image as a manga critical of nuclear 
energy, but in a way that can still be critical of the overarching structure of 
Japan. This criticism cannot quite be called anti-establishment, as it is not solely 
against the established authority of the Japanese government, but is rather spe-
cifically about how the Japanese government and Japanese society are willing to 
present an image of safety and harmony at the potential expense of the actual 
wellbeing of its people. Through the use of both narrative and visual techniques 
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familiar to manga readers, Coppelion presents a subject different enough from 
nuclear energy that it is not as directly confrontational, but is similar enough 
that readers can potentially make the connection between manipulations of the 
biological and nuclear. Coppelion offers this alternative way to think about these 
subjects by tying the novum more directly to the Coppelions’ emotions. 
The middle chapters of Coppelion can thus be seen as utilizing a greater 
degree of science fictional estrangement at the possible expense of obfuscat-
ing its political ideas and social message, which reflects the risks of being open 
to interpretation. One well-known example of this occurring is Nineteen Eighty-
Four, where “Orwell the ‘socialist’ thinker created one of the most powerful 
tools for the systemic assault on socialism … [but] in the hands of these con-
servative liberal intellectuals, the anti-Americanism of Orwell’s critique, if not 
its assault on mass and media cultures, vanishes as well….”366 In other words, 
the criticisms of capitalism and cultural imperialism present in Orwell’s work 
were re-appropriated as tools to reinforce those ideas, and this could only be 
accomplished because the subtlety of Orwell’s critique was such that it could 
be easily re-interpreted when placed within a different (American) cultural con-
text. Another case would be Nishida Kitarō, whose attempt to write dissenting 
political thought that was couched in the political orthodoxy of the time would 
be re-interpreted by the Japanese authorities so as to support that orthodoxy.367 
By disguising his criticisms as support for the Japanese government at the time, 
he also inadvertently created the opportunity for a surface-level interpretation 
that could be utilized by the government itself in order to further its authority. 
Coppelion potentially suffers from the same dilemma, as the action-oriented, 
personal emotion-focused changes that occur in the middle chapters might also 
have created an initial presentation that assumes the manga is simply another 
series conforming to the cultural standard of the battle manga and its emphasis 
on entertainment. Where Coppelion differs from the works of Orwell and Nishida 
(putting aside the fact that it was not created under an oppressive government as 
Nishida’s work was), is that its serialized format has allowed Coppelion to change 
its methods for portraying its criticisms. In its later chapters, Coppelion attempts 
to resolve the conflict between its functions as direct criticism and as open work 
366. Wegner, Imaginary Communities, 227.
367.  Christopher S. Goto-Jones, Political Philosophy in Japan: Nishida, the Kyoto School, and Co-
Prosperity (Abingdon: Routledge, 2005), 15-22.
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by using elements of both the early and middle chapters, most importantly their 
specific uses of emotion, to create a focused and multi-level statement on nuclear 
power. This criticism presents simultaneously the struggles of the survivors as 
directly related to radioactive contamination and the Coppelions’ bodies as indi-
rect criticisms of radiation in a way that encourages awareness of the shifts in 
emotional focus that have occurred in Coppelion.
7.4. A HYBRID APPROACH TO EMOTIONAL FOCUS
Though there is no direct evidence of causation between Fukushima and Coppelion, 
what is certain is that after 3.11 the manga begins to criticize nuclear power much 
more actively compared to what it had been doing in the middle chapters. In fact, 
in certain ways the criticism of nuclear power becomes fiercer compared to Part 1 
because whereas the manga previously avoided the topic of nuclear weapons for 
the most part (merely grazing past the idea when presenting the scheme of using 
the Daiba Nuclear Power Plant to contaminate the rest of Japan), nuclear warfare 
becomes a major issue after 3.11.368 In addition, the survivors’ emotions regain 
a greater level of importance, which shifts the narrative closer to its function in 
the early chapters. However, when keeping in mind the capacity for genetic engi-
neering to be an analogue to nuclear power as well as the more dominant part 
of the novum of Coppelion, the post-3.11 chapters take on a new identity different 
from being a “return to form,” as the restoration of the survivors’ prominence in 
the manga’s narrative does not create quite the same visual relationship as in the 
early chapters. The result is a manga that attempts to merge the narrative and 
visual approach of the early chapters of Coppelion with that of the middle chapters 
in order to create a hybrid between the two that clarifies the ideas present in them.
Figure 7.23 shows a meeting between the survivors and the Coppelions after 
they discover that Shelter 109 has taken damage and will soon be susceptible to 
radiation, a narrative development that transforms Shelter 109 into a space where 
questions about how the survivors perceive and relate to Tokyo are explored in 
greater detail. Exclaiming that Shiba had designed the shelter to be absolutely safe 
from radiation in figure 7.23, the survivors and their fear over leaving the comfort-
able space that they have created for themselves are made prominent throughout 
368.  The first mention of nuclear warfare appears in: Inoue Tomonori, “Phase.44 ‘Koto saikai’ 
[Return to the former capital],” in Coppelion, Vol. 13 (Tokyo: Kodansha, 2012).
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the pages as they reveal both their trust in Shiba and their concerns over return-
ing to the world that they physically and psychologically retreated from using the 
illusion of the “festival.” However, Ibara is also prominent, as the close-up on her 
in panel 9 visually contrasts with the panels surrounding it by being noticeably 
more abstract through its heavy black background and the centrality of Ibara’s 
expression on the page. It uses a similar framing to the first panel in figure 7.16, 
but unlike that example, where the meaning behind Ibara’s response to Kanon 
is more open, here she responds, “Anything built by man will break eventually. 
That’s nature’s providence.”369 Ibara statement directly presents the idea that 
the problems of nuclear radiation are in part due to the fact that humans cannot 
predict everything, and does so in such an overt manner that there is little room 
for interpretation. While this idea could already be seen in Shiba’s story in Part 1, 
here, the placement of a “middle chapter-style” panel into a double-page that is 
closer to the early chapters of Coppelion, combined with sheer visual and narrative 
bluntness, makes the intention even more pronounced.
Figure 7.23. The later chapters more readily combine the use of abstract and realistic back-
grounds while making its criticisms more overt. Source: Inoue Tomonori, “Phase.71 ‘Mizu no 
meikyū’ [Water labyrinth],” in Coppelion, vol. 16 (Tokyo: Kodansha, 2012).
369.  Inoue Tomonori, “Phase.71 ‘Mizu no meikyū’ [Water labyrinth],” in Coppelion, vol. 16 (Tokyo: 
Kodansha, 2012).
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Panel 1: “It’s in Plant 3, Section D-2. It’s pretty far from the dome.”
Panel 2: “If it’s further away, that means… it’ll take longer for it to be contaminated?”
Panel 3:  “That’s right… That means we have a little bit of time! The shelter is 
sectioned off by a whole lot of floodgates.”
Panel 4:  “Floodgates… I see. You’re using the power of water to shield yourselves from 
the gamma rays?”
Panel 5:  “…That’s right, you know this stuff well, kid.” “But it can’t possibly provide 
total protection, right?”
Panel 6:  “Precisely, unless the damage is repaired quickly… there’s a high probability 
that the center of the dome will be contaminated.”
Panels 7 to 8:  “Th…this shelter’s going to be contaminated…?!” “That’s impossible…! 
We’ve lived here 20 years and not a single incident has happened!” “Dr. 
Shiba said this place was safe!” “That’s right!”
Panel 9: “Anything built by man will break eventually. That’s nature’s providence.”
Panel 11:  “…There’s no need to hold your heads down. If it’s broken, then we just have 
to fix it.” “R…right! It’s like the kid says!”
Figure 7.23 also indicates one of the key differences between the early and 
later chapters: the Coppelions do not return to being primarily “observers” after 
3.11 even as the survivors regain visual and narrative prominence. Along the 
lines of stating its criticisms more overtly, the later chapters establish much more 
explicitly the role of Coppelions as analogues to nuclear power (and the societal 
structure around it) in addition to emphasizing their function as sources of emo-
tion within the narrative. This is accomplished by utilizing the Coppelions in 
three different ways, each of which speaks to certain aspects of the connection 
between the Coppelions and radiation.
The first method combines the manga’s own strategy of using the out-of-
place normality of the Coppelions to highlight the abnormality of Tokyo from 
the early chapters with the battle-oriented portrayals from the middle chapters 
in order to make it obvious that there is a critical purpose behind their designs. 
Notably, the manga creates a situation best described as blatantly manga or 
anime-esque, as Aoi, under the control of a split personality based on a fictional 
anime character (“Guardian Angel Izanami,” a reference to the Japanese god-
dess of creation and death) fights a large robot, itself a recurring motif in anime 
and manga.370 The very viewing experience of the battle between “Izanami” and 
370.  Note that this is not the first time this type of robotic obstacle appears, and that their presence 
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the robot is presented as a scheme by Dr. Coppelius to sell himself as the creator 
of the radiation-immune Coppelions to the leaders of the world, who are enticed 
by the idea that the Coppelions would allow them to resume the use of nuclear 
energy.371 The scene’s anime/manga-like quality is emphasized by its visual 
presentation, which uses Tokyo extensively as a space for battle (figure 7.24) and 
displays a more exaggerated form of the fighting seen previously (compare figure 
7.25 with figure 7.12). This is supported by the in-story “narration” of a televi-
sion news reporter, who effectively equates Aoi with an anime or manga heroine. 
Lines such as, “I…it’s a person! In the city contaminated by radiation is a girl clad in 
a school uniform,”372 and, “Something unusual is transpiring in Kasumigaseki!373 
See what happens next after this commercial break…!”374 resemble the type of 
development expected out of a stereotypical manga narrative.
Figure 7.24. Through its depiction and descriptions of Aoi, Coppelion positions her as an overtly 
stereotypical anime and manga heroine within the narrative itself. Source: Inoue Tomonori, 
“Phase.63 ‘Ningyo vs. Robot’ [Doll vs. robot],” in Coppelion, vol.15 (Tokyo: Kodansha, 2012).
contributes to the sense of “shōnen battle manga” in the middle chapters.
371.  Inoue Tomonori, “Phase.63 ‘Ningyo vs. Robot’ [Doll vs. robot],” in Coppelion, vol. 15 (Tokyo: 
Kodansha, 2012).
372.  Inoue Tomonori, “Phase.62 ‘Mirai no Technology’ [Technology of the future],” in Coppelion, 
vol.15 (Tokyo: Kodansha, 2012).
373. An area of Tokyo with many Japanese government buildings.
374. Inoue, “Phase.63 ‘Ningyo vs. Robot’ [Doll vs. robot],” in Coppelion, vol.15.
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Panels 1 to 2:  “Wha… I…it’s a person! In the city contaminated by radiation is a girl 
clad in a school uniform-”
Panel 3: “Whaaa…?! [shouting] “Look… She isn’t wearing a protective suit!” 
Panel 4: “Wait, that girl…” [clamoring] “It’s her! Aoi! She’s on TV!”
Panel 5:  “What’s going on…?!” “There’s someone… in Tokyo!” “Are you sure it’s not 
fake…?!”
Panel 6: “Mamaaaa!” [baby sounds, rattling] “I told you, dinner will be ready soon!”
Panels 7 to 8:  “A-a…” [shaking] “beautiful girl [bishōjo]?!” [typing] “What in the world-”
Figure 7.25. Coppelion utilizes a blatantly battle manga-esque portrayal of conflict. Source: 
Inoue Tomonori, “Phase.64 ‘Dairantō! Toranomon’ [Battle royal in Toranomon!],” in Coppelion, 
vol. 15 (Tokyo: Kodansha, 2012).
Panels 1 to 3:  “W…what could this be…?! Around this mysterious girl is also a 
mysterious image of destruction!” [rumbling, machine gun fire, shots 
being deflected]
Further supporting the overt manga-esque quality of this scene is the fact 
that many of the panels during this fight depict civilians reacting to it as if they 
are watching entertainment. One viewer makes remarks about the improved 
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“CG” in Japanese media,375 while elsewhere, as seen in panel 7 of figure 7.24, an 
otaku character emphasizes that he is viewing Aoi as a “beautiful girl” [bishōjo]. 
By showing how the “beautiful fighting girl” imagery can be utilized strategi-
cally to deliver a greater point, Coppelion becomes self-reflective in an almost 
Brechtian376 sense, such that the reader becomes potentially hyper aware of how 
the Coppelions and their emotions have been utilized in various ways to criticize 
nuclear power. Through this, Coppelion encourages the view that its own use of 
these manga-like characters is in service to more complex and elaborate ideas.
The second method by which Coppelion makes apparent the thematic rela-
tionship between nuclear power and genetic engineering is by revealing that 
the Coppelions were originally developed as weapons. The Coppelions’ revised 
origin, which has them initially created by Dr. Coppelius as a way to control 
dark matter and then funded by the government to be an insurance policy in 
the event of future nuclear warfare, not only provides a retroactive explanation 
for their increasingly combat-oriented abilities, but also makes the use of the 
Coppelions as narrative and thematic analogues to nuclear power completely 
unambiguous. In one scene, Dr. Coppelius outright states that his actions are no 
different than man trying to harness nuclear power,377 though in a way that ties 
it closer to the original anti-nuclear stance, particularly through the idea that 
similar mistakes would have been made even if it were not nuclear power.
The third method involves having the Coppelions, as characters affected 
by the genetic engineering aspect of their existences, collide with the survi-
vors and their connection to radiation by emphasizing emotional expression 
in both groups. This highlights how the survivors’ emotions reflect their physi-
cal environment while the Coppelions’ emotions reflect the existentialism that 
arises from their direct connection with science. At one point Ōgai offers the 
Coppelions a large radiation-shielded aircraft as a way to aid their evacuation 
of survivors of Tokyo in exchange for Aoi, who has since been revealed to be the 
“perfect Coppelion” and is thus a valuable specimen to him.378 Ōgai’s argument, 
375. Inoue, “Phase.63 ‘Ningyo vs. Robot,’” in Coppelion, vol.15.
376. Fredric Jameson, Brecht and Method (London: Verso, 1999), 47-48.
377. Inoue Tomonori, “Phase.79 ‘Dark Matter,’” in Coppelion, vol. 16 (Tokyo: Kodansha, 2012).
378.  Inoue Tomonori, “Phase.69 ‘Hangyakusha-tachi’ [Rebels],” in Coppelion, vol. 15 (Tokyo: 
Kodansha, 2012).
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that the purpose of the Coppelions is to rescue humans and that sacrificing Aoi 
helps them accomplish this, is an identity-oriented form of dehumanization that 
categorically separates Coppelions from humanity. As this situation brings the 
questions of being and identity asked by the Coppelions throughout the manga 
to the forefront, the concern is not whether Coppelions are “truly human,” 
because the manga makes the intended answer fairly obvious given the empha-
sis on their emotions throughout its narrative. Rather, the focus is on how 
their origins make them susceptible to being categorized as non-human when 
circumstances encourage others to do so, such as how taking up Ōgai’s offer 
would reinforce the view of them as tools. This is shown in the reactions of the 
Coppelions, who defect from the government in response. Notably, Ibara refuses 
Ōgai because a willingness to so easily sacrifice some for the sake of others goes 
against the very philosophy that drives their mission to rescue survivors.379 
Dehumanization in the later chapters is expressed through both Coppelions 
and survivors. When the survivors of Shelter 109 later discover Ōgai’s offer and 
attempt to force the Coppelions to give up Aoi,380 this places their futures in 
direct conflict with the humanity of the Coppelions. As seen in figure 7.26, the 
manga uses the images of the survivors on the verge of mob violence and the 
Coppelions as mutual visual signposts and bridges between each other, empha-
sizing both the survivors’ desperation and the difficulties the Coppelions face in 
being forced to oppose them. Kanon’s overt disgust towards the survivors on the 
following page (not pictured below and only hinted at from her off-panel laugh-
ter) directs attention to the ugliness that can arise from this situation. “In dire 
situations people’s true natures reveal themselves. You’ll willingly hole yourself 
up to protect your social situation. When you’re confronted with death, you’ll 
sacrifice a girl without any worry!!”381 Because of how the ultimatum given by 
Ōgai between the survivors and Aoi also acts as an attempt to force both the sur-
vivors and the Coppelions to choose their humanity at the expense of the other 
group, the situation also acts to a lesser extent as a criticism of the creation of 
false dichotomies by society and government. 
379. Inoue, “Phase.69 ‘Hangyakusha-tachi,’” in Coppelion, vol. 15.
380.  Inoue Tomonori, “Phase.77 ‘Jintai jikken’ [Human experiments],” in Coppelion, vol. 16 (Tokyo: 
Kodansha, 2012).
381. Inoue, “Phase.77 ‘Jintai jikken,’” in Coppelion, vol. 16.
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Figure 7.26. Coppelions and survivors are pitted against each other, emphasizing both 
groups’ emotions. Source: Inoue Tomonori, “Phase.77 ‘Jintai jikken’ [Human experiments],” in 
Coppelion, vol. 16 (Tokyo: Kodansha, 2012).
Panels 1 to 3:  [clamoring] “Give us Fukasaku Aoi!” [glass shattering] “We know she’s 
in the infirmary!” “W…wait! Just listen to me!”
Panel 4:  “If we hand over your classmate, we’re going to be saved immediately, 
right?”
Panel 5:  “H…hold on! Don’t blame these kids for this!” “Shut up! Get out of the way, 
Mama Akiko!”
Panel 6: “Tsk.” “Everyone’s lives are on the line! Let us through!”
Panels 7 to 8:  “Hand over Fukasaku Aoi!” “That’s right!” [clamoring] “…What a 
horrible racket.”
Panels 9 to 10:  “At this rate, someone’s going to get hurt. Give Fukasaku Aoi to the 
government! It’s your only option. If you want to save these survivors, 
you’ll do as they say.”
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Panels 11 to 12:  “Damn it! We’ll just take her by force!” [glass shattering] 
“Gahahahahaha…!”
Along with the restoration of the survivors’ connection to Tokyo as an 
important subject, the use of these techniques to portray the Coppelions shows 
how the later chapters of Coppelion do not play by the visual and narrative prec-
edents set by either the early or the middle chapters alone, instead merging 
the survivor-oriented and Coppelion-oriented narratives together such that 
both are visually prominent. The later chapters attempt to once again use the 
survivors’ emotions to reflect the problems of nuclear power at the same time 
that the Coppelions, as a source of emotions directly tied to a scientific novelty 
(genetic engineering), continue to be strongly introspective. Because the early 
chapters and middle chapters of Coppelion oppose each other in terms of where 
their emphases lie, this third, hybrid approach attempts to compensate for these 
differences. The later chapters sacrifice both the subtlety of the presentation 
of the survivors in the early chapters and the ambiguity that comes with the 
Coppelions being analogues for nuclear power in the middle chapters in favor of 
stating the manga’s criticism even more directly. In doing this, Coppelion pushes 
further still its criticism of a societal structure that, through a desire to main-
tain a surface image of safety at the expense of actual safety, possesses the very 
likely potential to misuse not only nuclear energy but other forms of power and 
technology as well.
7.5. CONCLUSION: CONTRADICTION AND COGNITION
Coppelion is a science fiction manga that is clear and obvious in its concerns over 
nuclear power. Setting its main narrative in a future where Tokyo has been con-
taminated by radiation and focusing on the lives of the survivors living within it, 
the manga visualizes and contextualizes their emotions through encouraging 
visual connections between the survivors as characters and the realistical-
ly-rendered backgrounds which represent their environment. It also juxtaposes 
familiar Japanese imagery with these elements in order to makes the common 
and mundane aspects of the past seem uncanny in the world of Coppelion. 
The result is a criticism that does not simply question the physical dangers of 
nuclear power but also the political structure around it, one that encourages its 
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use despite deep-seated societal flaws that heighten the risk of misuse of nuclear 
energy, namely prioritizing image over the welfare of its people.
However, the manga eventually shifts from using the survivors as the pri-
mary source of emotion within this science fictional setting towards a focus on 
the radiation-immune, genetically engineered Coppelion characters, which 
changes both how emotions are conveyed and the ideas of the manga itself. In 
the early chapters, the Coppelions act as the eyes through which readers can 
view the state of Tokyo while also providing a “typical Japanese teenager” aes-
thetic that emphasizes the abnormal conditions of the survivors, but this then 
changes in the middle chapters. Instead, the Coppelions begin to act as the 
emotional center of the manga as the narrative emphasizes more greatly their 
existentialism in response to the circumstances of their creation. The result is a 
minimizing of the direct criticisms of nuclear power and increased prominence 
of genetic engineering in the science fictional narrative, which shows how the 
changes in emotional expression in Coppelion bring with them a difference in 
what science fictional ideas are presented most readily.
While the difference between Part 1 to Part 2 can be seen as a loss of both 
the manga’s capacity to criticize nuclear power and its fulfillment of science fic-
tion as political fiction, the middle chapters of Coppelion are in some respects 
more science fictional than the early chapters because they are less beholden to 
immediate social relevance compared to the subject of nuclear radiation. Thus, 
they can provide more space for cognitive exploration and interpretation. In this 
respect, genetic engineering is not only a narrative and thematic analogue for 
nuclear power but also much more, in that the criticisms can apply even more 
broadly to sociopolitical issues concerning developments in science and tech-
nology, though, for better or worse, it may not necessarily be read in this manner. 
When Coppelion returns to being much more overtly critical of nuclear power, it 
brings together the two differing sets of ideas and visual techniques from the 
early and middle chapters, making explicit the manga’s own strategy of using 
the Coppelions as representative of nuclear power and radiation, while also 
bringing attention to both the survivors and the Coppelions. In doing this, how-
ever, Coppelion sacrifices some of the subtlety in its presentation and limits the 
range of possible interpretations.
Coppelion thus presents three different, yet related methods by which it 
utilizes emotion to express its ideas, each varying in terms of how it deploys 
emotion as a reflection of the novum. The early chapters utilize different levels 
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of emotional connection to the nuclear environment of Tokyo to provide two lay-
ers of alternative perspectives (the survivors’ and the Coppelions’), while the 
middle chapters focus on the Coppelions and how they feel about their origins 
as clones as an indirect criticism of nuclear power. The later chapters attempt 
to utilize both of these techniques together, with mixed results. Going between 
reflecting the self in the environment and emphasizing self-reflection, Coppelion 
travels along the spectrum of science fiction as political or utopian fiction, where 
“political” can refer to either its connection with social concerns of the past and 
present or to its ability to think beyond such issues. Each time simplifying some 
aspects while creating greater complexity in others, these varying approaches 
allow the criticism of nuclear power central to Coppelion to apply more broadly 
to various issues of power and varying definitions of power, including even the 
power of images to influence people. In this way, even more than the analyses in 
the previous two chapters, Coppelion shows the influence that emotion can have 
on how political ideas are presented in SF manga.
For Coppelion, none of its ways for presenting its ideas are without flaw, 
and they do not necessarily fully complement each other to form an entirely sta-
ble argument or a truly complete set of ideas. However, the changes Coppelion 
undergoes in its conveyance of emotions creates a continuity which allows its 
conflicting approaches to interact more directly than if they were in separate 
works of manga, which in turn is indicative of the versatility of emotion in the 
SF environment. The result is that Coppelion as a critical work of science fiction 
does not present a perfectly consistent political exploration of its world, but it 
does provide one eminently capable of generating dialogue because of how it 
draws attention, through its contradictions, to the logical processes that can 
lead to a sense of cognitive estrangement.
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This dissertation began with two basic goals: to see how emotions could contrib-
ute to the political and cognitive qualities of science fiction, and to demonstrate 
through visual analysis how the concept of emotion itself might be treated and 
explored “science fictionally,” or as part of the cognitive depiction of alternative 
worlds that can encourage new avenues of political thought. In order to accom-
plish this, I used science fiction manga as a source of SF where character emotions 
are generally prominent, and then explored SF manga terms of its potential to 
express political ideas through the visual expression of emotion. Bridging the 
concept of SF as a form of narrative which encourages people to imagine and 
desire something beyond their own circumstances through cognitive explora-
tion with manga’s long history of artistic and narrative development in regards 
to communicating ideas through depictions of emotion, I showed that science 
fiction and more traditionally character-based fiction share a common potential 
for audiences to infer and interpret the content of a given work. While one of the 
strengths of SF is that it need not be beholden to the idea that characters are 
central to a narrative, this does not mean that characters and their emotions are 
unable to add to the sense of an alternative world derived from logical processes 
either. Taking “cognitive estrangement” not as a static concept that disappears 
from view as the field of science fiction continues to grow but one that has also 
evolved accordingly such that emotion has potential significance in terms of 
both “cognition” and “estrangement,” I have argued that science fiction manga 
encourages the exploration of the novum through emotion by drawing attention 
to the psychologies of characters within the contexts of their environments. 
Emotion, rather than merely being an accessory to the novum, can contribute 
substantially to our understanding of a science fictional aspect in a narrative, 
not only by acting as a source of alternative perspectives through which differ-
ent interpretations of a novum can be made, but also by becoming a novum in 
and of itself. 
As a concept that exists within both the world and continuous history of the 
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SF narrative, emotion can be explored just as much as any alien encounter or 
future society, especially when it is integrated into a science fictional setting. 
Thus, when considering the question asked in Chapter 1 as to whether or not 
character emotions themselves can be science fictional, the answer is clearly 
“yes,” though this does not say much by itself. By then analyzing SF manga in 
depth, however, it also became possible to see how emotions become science 
fictional, and as a result what political ideas can be found in SF manga when one 
pays attention to that emotional component. Taking into account the approach 
to comics paneling that is used in manga wherein groups of panels are empha-
sized through the use of page composition and flowing panel progression (as 
opposed to merely treating manga like a collection of single panels), I analyzed 
the interaction between character emotions and science fictional worlds in the 
titles 7 Billion Needles, Zettai Karen Children, and Coppelion. I demonstrated how 
these manga engage with both emotion and the SF novum in specific ways that 
place emotion squarely at the centers of each of their science fictional environ-
ments, such that these works and their ideas would be significantly different if 
emotions were removed or lessened in importance.
For 7 Billion Needles the mutual exploration of the developing bond between 
human and alien acts as a method for growing beyond present psychological 
limitations, and is conveyed through the constant focus on its characters’ emo-
tional transformations. I showed how 7 Billion Needles challenges the science 
fictionality of Bertolt Brecht’s “estrangement effect” by embracing the immer-
sive qualities of portrayals of emotion in fiction rather than denying them. Over 
the course of the narrative, “emotion as reflection of the novum” gradually trans-
forms into “emotion as novum,” especially through the protagonist Hikaru and 
the way she overcomes her inner trauma through her therapeutic interactions 
with the symbionts. Here, the role of emotions in comparison to a similar nar-
rative that places less emphasis on them is quite clear when looking at 7 Billion 
Needles relative to the original SF narrative it was adapted from, Hal Clement’s 
Needle. Though Needle does not portray its main character Robert Kinnaird 
as devoid of emotion, the very fact that he is more or less emotionally content 
from the outset means that the arrival of the aliens act as the beginning of his 
problems, whereas for Hikaru in 7 Billion Needles the influence of the symbionts 
is processed in the context of the pain of her willful isolation from others, and 
thus allows for the exploration of the novum of symbiotic integration with aliens 
through the specific dimensions of her psychological changes. This focus on 
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characters’ feelings, expressed through consistent visual emphasis on facial 
expressions and the visual depiction of people’s inner selves as spaces of conflict 
and resolution, is what allows the idea of extremely close interaction between 
different beings to not just be an exchange of cultural information but extremely 
personal and emotional information as well. As a result of Hikaru not only being 
emotionally affected by the symbionts but also affecting them through her pas-
sionate outbursts (spoken or thought), empathy becomes a politically significant 
force. 7 Billion Needles presents the ideas that it is important to take into account 
people’s emotional contexts when considering solutions for the problems of soci-
ety, and that the active exchange of emotion can be a way to work towards such 
solutions.
In the case of Zettai Karen Children, I found that its tendency towards outward 
expression of emotions is used to deliberately contrast between serious expres-
sions of alienation and humorous expressions of confidence in one’s identity 
as a way to portray a world divided between psychics (Espers) and non-psy-
chics (Normals). The manga introduces an idea that I refer to as the “normality 
approach,” whereby characters consciously work towards being “normal” as a 
political strategy for confronting the sense of tension and division in their soci-
ety. This approach allows ostensibly non-science fictional concepts such as love, 
trust, and the desire to be normal to be cognitively and emotionally explored as 
the basis for a political solution that is derived from the notion that the “everyday” 
is something that can be sought after. The characters continuously hybridize 
the concept of “normality” by embracing the contradiction between “normal-
ity as something natural and internal” and “normality as something social and 
external.” Thus, in Zettai Karen Children, emotion is the foundation of the novum 
and is a crucial factor in its cognitive extrapolation, and while there is no prior 
SF narrative on which Zettai Karen Children is based, here the role of emotion is 
even more vital than in 7 Billion Needles. This is because how the three young 
girls at the center of the narrative (“the Children”) feel about their environment 
is actually crucial to our understanding of their world and the processes that go 
into creating identities for them and others in their society, and the way that the 
characters emotionally experience their world impacts their decisions within it. 
Without emotion, there is no “normality approach” because the idea is not simply 
to have them “act” or “become” normal but to have them perceive themselves as 
normal in the first place, to attempt to solve the problem of everyday alienation 
by addressing their emotional experience first and foremost.
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As a work with a more explicit political stance, Coppelion necessitated a dif-
ferent angle of entry for studying the influence of emotion on its political ideas, 
which venture closer to the more conventional definition of political as pertain-
ing to how a society operates. By looking at shifts in both how emotions are 
expressed and in whom the primary sources of emotions are located, I showed 
how the visualization of emotions affects the political criticism of nuclear power 
that is core to that manga’s premise. Going from a direct political criticism of the 
societal structure of Japan as tending towards misuse of nuclear power (due to 
its tendency to value the image of safety and harmony over the actual condition 
of its society) to one that criticizes the abuse of power and technology in general, 
the various expressions of emotion within Coppelion as a single work show the 
versatility and flexibility of science fictional character emotions with respect to 
their ability to reflect and present the novum. Out of the three manga analyzed, 
Coppelion is in some ways least affected by emotion, as both the idea that nuclear 
power can be criticized and that a societal structure can exist around nuclear 
power that pushes it towards neglect and misuse are concepts that can easily 
exist without emotions being a factor. However, the manga does not simply point 
towards the physical harm and death caused by radioactive contamination, 
and instead draws attention to the psychological toll of living in the aftermath 
of the failure of this societal structure. Coppelion presents the idea that people 
can be affected just as much emotionally as they are physically by their circum-
stances, which impacts how they interact with their world, or in this case the 
post-meltdown environment of Tokyo. Similarly, when the manga begins to use 
genetic engineering as an analogue for nuclear power, the series also highlights 
and encourages the tension between “SF as other reality” and “SF as metaphor” 
through the responses of the Coppelions to their own bodies, locating both a 
source of estrangement and a cognitive experience within the Coppelions and 
their emotions. This internal exploration of the Coppelions is then used to fur-
ther highlight the idea that Japan’s mishandling of nuclear power speaks to a 
potential to abuse other forms of power beyond science.
These three examples show that, while roughly similar ideas could be 
presented without the use of emotion, the expression of emotion encourages 
consideration of the internal world of the character as something connected to 
their external environment, which then highlights the possibility of solutions 
that take the psychological component of people into account. If the “science” 
in science fiction is based on the idea of “experimentation,” that is to say depict-
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ing alternative environments in which a set of ideas can be presented in terms 
of cause and effect, then these manga expand the space of experimentation by 
presenting emotion as an important element of humanity that can and should 
be factored into our understanding of what it means to exist within a “world.” 
If there is an overarching lesson that these SF manga convey, it is that to ignore 
emotions when thinking about the consequences of historical developments 
past, present, and future is to also ignore a significant part of the people occupy-
ing the world and how they perceive their world.
 The central question of this dissertation is, “How does the depiction of emo-
tion affect the political ideas conveyed in science fiction manga?” On a basic 
level, 7 Billion Needles, Zettai Karen Children, and Coppelion all clearly position 
emotion as a facet of the novum and its exploration in the SF narrative, meaning 
that political ideas are affected by the fact that emotions are treated as important 
in the first place. However, when it comes to the effect that emotion has on SF 
manga as something that is expressed through its presentation, in other words 
how the visual depiction of emotion changes these works, the fact that all three 
manga produce not only three different sets of political ideas but also three dif-
ferent ways of engaging the present and the future means that, if there is any 
common effect that emotion has on them beyond the broader lesson described 
in the previous paragraph, then it exists less at the end product and more in the 
narrative process itself. 
When looking at the visual language of manga as a means to express both 
emotion and the SF environment, the central presence of the “manga page” 
reveals itself to be more important than what I had originally described. Whether 
it is depicting a girl reacting to an alien living inside of her, expressing a char-
acter’s frustration over being viewed as a monster, or giving the reader a look 
into the conditions of people living in an environment contaminated by radia-
tion, again and again both emotion and world are communicated over groups 
of panels that emphasize the two-dimensionality of the page without denying 
the importance of any three-dimensional spaces depicted. Even other elements 
such as the word balloons and the panels themselves contribute to this sense 
of hybrid flatness. While this alone does not say much, and is indeed in certain 
respects more of a reaffirmation of my method for studying science fiction manga 
visually in the first place, consider the difference between “traditional fiction” 
and “utopian fiction” as described by Philip E. Wegner. “The classic privileg-
ing of temporality and history over space has its literary analogue in a critical 
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tradition that valorizes the development of character psychology as the highest 
expression of narrative art. Characters are fundamentally temporal constructs 
that unfold into a space … often presented in this critical tradition through the 
metaphor of the ‘stage’ upon which the drama of character development unfolds, 
and setting is viewed as distinctly secondary in importance to character.”382 
Here, the basic difference, that traditional fiction uses the stage to emphasize the 
actors while science and utopian fictions work the other way around, could gen-
erally apply to manga on a narrative level if all images were removed. However, 
the emotional expressions of these science fictional worlds through their visual 
narratives flattens both literally and metaphorically the contents of SF manga 
such that the distinction between “the stage as backdrop for the actors” and “the 
actors that draw attention to the stage” becomes blurred. 
Though emotions are generally depicted as coming from the characters 
rather than their environment, whether they are truly the elements being 
emphasized, or are instead prompting the reader to pay attention to the back-
ground, becomes rather ambiguous, and in this confusion even emotion turns 
into a visual “space” that can be explored. The shape of Hikaru’s past trauma 
in 7 Billion Needles is as much of an SF context as the arrival of the alien symbi-
onts. The emotions of the Children in Zettai Karen Children are the very “testing 
grounds” or “alternative political space” for the hybridized normality approach. 
The images of the survivors responding to their outward environment and the 
Coppelions reacting to their inner existences merge over the course of Coppelion. 
Both the external alternative environment and the internal psychological world 
become equally flat, and thereby equally important on the page, through the 
very structure of manga.
As shown by my analyses, how this relationship is utilized will inevitably 
vary from one science fiction manga to the next. However, the way in which 
manga equalizes the “actor” and “stage” on a formal level also synergizes with 
the general narrative tendency in manga to prominently feature the expres-
sion of emotion in the first place, creating a space of possibility where emotions 
are more significant in those worlds, thus making it more likely that an “emo-
tional novum” can appear in SF manga. Can the visual qualities of manga offer 
something unique to the exploration of political imagination in science fiction? 
382.  Philip E. Wegner, Imaginary Communities: Utopia, the Nation, and the Spatial Histories of 
Modernity (Berkeley: University of California Press, 2002), 11.
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While other two-dimensional art forms can be used to convey SF narratives 
and can indeed flatten the image, with manga that heavy focus on inter-panel 
relationships, on the two-dimensional spatial relationships between elements, 
constantly factors into the portrayal of these science fictional worlds. Though 
this too may not be an entirely unique quality that can only be found in manga, 
the degree to which manga in a sense equalizes through its visual flatness the 
expression of the concrete and the abstract, the logical and the emotional, and 
the external and the internal creates the potential for both the concept and pro-
cess of cognitive estrangement to continue to grow.
This investigation into the science fictionality of emotion and its visual and 
narrative presence in SF manga raises another intriguing question: can emo-
tions in manga become science fictional in the absence of a science fictional 
environment? 7 Billion Needles, Zettai Karen Children, and Coppelion can all be 
comfortably called “science fiction” at the very least on a basic conceptual level, 
and the same can be said for most of the manga referenced in general through-
out this dissertation. What of the non-SF titles, however? Could the manga page 
itself become science fictional in any context? Assuming that this could hap-
pen, science fiction would go beyond simply being a narrative genre or even an 
aesthetic one, transforming into something that is truly cognitively estrang-
ing. While it would be impossible at this point to fully determine whether or not 
such a thing would be possible, my research leads me to believe that this idea is 
feasible. In particular, I look to Zettai Karen Children and the way it transforms 
the concept of the everyday using its characters’ emotions for a potential solu-
tion. The portrayal of an overtly conscious and active pursuit of normality in 
Zettai Karen Children draws attention to the underlying social tensions that the 
Children experience. Though this is conveyed in part by showing how their emo-
tions influence the use of their superhuman abilities, such as when the Children 
are comfortable misusing their abilities around their caretaker Minamoto, it is 
conceivable for a manga to convincingly express the feeling that its characters 
are influenced by the processes of their world without necessarily needing to 
show the world around them. While I focused largely on “conventional” works 
of manga for this dissertation, if I were to further research whether the “science 
fictional manga page” could exist outside of SF as a genre, I would consider 
studying more visually experimental works of manga because of the possibility 
that a tendency to challenge the formal qualities of manga may very well engen-
der “cognitive estrangement.” This would involve analyzing the border between 
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the mainstream and the unorthodox in terms of visual expression in manga, and 
the method of analysis I have used for this dissertation to study SF manga pro-
vides a stable foundation from which I would be able to proceed.
Of course, this also assumes that the manga page remains a static concept. 
As discussed very briefly in Chapter 4.2, technology is shifting manga, if only 
incrementally, off of “paper” as the manga industry experiments with digital 
formats. This includes converting paper manga to digital, using online sites 
as testing grounds for manga before being printed,383 and even unusual mul-
timedia experiments such as “audio manga” where characters are voiced.384 In 
researching the digital manga page, it may also be necessary to look at digital 
comics outside of Japan, especially how other countries’ creators and publishers 
have established ways of taking into account smaller digital devices instead of 
waiting for screen resolution to improve as was the case with manga publishers. 
For example, American digital comics readers such as the popular comiXology 
include a “guided view” that zooms in on “important” panels and blocks out 
“irrelevant” ones,385 and a great number of manhwa [Korean comics] published 
online are essentially formatted as very tall, one-panel wide strips in order to 
facilitate easy vertical scrolling.386 While these approaches are potentially prob-
lematic for manga due to its emphasis on complex inter-panel relationships 
and flow, such concepts could potentially influence not only how science fic-
tion manga is created, but also how the digital format might change the very 
expressive qualities of the manga page. As also mentioned in Chapter 1, manga 
publishers have over the past few years begun to look outside of Japan for artists, 
so further research would involve studying how these different approaches to 
the computer screen might influence the expression of emotion (and other ele-
ments), and whether or not there has been any multicultural exchange between 
these methods.
Another avenue for additional research comes from something I acknowl-
383.  See for example: Tonari no Young Jump: Young Jump Web Comics, accessed April 2, 2014, 
http:// http://tonarinoyj.jp.
384. Magical Dreamers, accessed June 20, 2014, http://synerzy.sakura.ne.jp/magicaldreamers/en.
385.  “What is comiXology’s Guided View™ technology?,” Comixology, March 17, 
2014, accessed June 10, 2014, http://support.comixology.com/customer/portal/
articles/768035-what-is-comixology-s-guided-view%E2%84%A2-technology-.
386.  For a prominent and popular online manhwa portal filled with this “column”-style comics for-
mat, see: Naver Manhwa, accessed June 10, 2014, http://comic.naver.com/index.nhn
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edged but set aside at the beginning, which is the fact that all of the works 
discussed in this dissertation have female protagonists, are created by men, 
and ostensibly target a male audience. This leaves open the opportunity for fur-
ther investigation into SF manga as a product of its environment. While 7 Billion 
Needles, Zettai Karen Children, and Coppelion are only three out of the many sci-
ence fiction manga to have been published in the past ten years, there is a likely 
possibility that the approach taken by these manga in presenting its female 
characters, whom I have on occasion described as “beautiful fighting girls” as 
per Saitō Tamaki387 throughout this dissertation, comes from broader trends in 
the culture surrounding manga. Notably, other researchers have written on the 
influence of girls’ culture (as something both for girls and about girls) in Japan, 
whether it is kawaii [cute] culture (the idea that Japan is a culture where icons of 
cuteness are ubiquitous),388 the shōjo (not the manga genre, but the concept of 
the girl as a cultural and political symbol),389 or moe (a term to describe a strong 
emotional reaction to the visual design of cute, typically female characters).390 
Studying these connections would involve looking at the similarities and differ-
ences between SF and non-SF manga, as well as the history of how the portrayal 
of female characters has changed over time in relation to other media such as 
anime, light novels, television, and the Internet whereby manga becomes merely 
one part of a “media mix” strategy. There is even a great deal to explore in terms 
of how these cultural forces may influence the qualities and identities of female 
SF manga protagonists in comparison to the traditional tendency for main char-
acters in science fiction to be male, as well as the trends in current young adult 
science fiction outside of Japan towards an emphasis on emotion.
Overall, through this dissertation I have demonstrated how the expression 
of emotion in science fiction manga influences political ideas, and in establish-
387. This is less the case for Hikaru in 7 Billion Needles.
388.  Sharon Kinsella, “Cuties in Japan,” in Women, Media and Consumption in Japan, eds. Brian 
Moeran and Lise Scov (Honolulu: University of Hawai’i Press, 1995), 220-254, accessed June 
10, 2014, http://www.kinsellaresearch.com/new/Cuties%20in%20Japan.pdf.
389.  Frenchy Lunning, “Under the Ruffles: Shōjo and the Morphology of Power,” Mechademia 
6 (2011), Kindle Edition, accessed February 1, 2012, http://www.amazon.com/
Mechademia-6-Enhanced-Frenchy-Lunning/dp/0816677344.
390.  For further explanations, see: Azuma Hiroki, Otaku: Japan’s Database Animals, trans. 
Jonathan E. Abel and Shion Kono (Minneapolis: University of Minnesota Press, 2009), 39-
47, as well as: Patrick W. Galbraith, The Moe Manifesto: An Insider’s Look at the Worlds of 
Manga, Anime, and Gaming (Clarendon, VT: Tuttle Publishing, 2014).
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ing my theory and method I have also laid out a framework for others interested 
in the study of the visual expression of emotion in manga and other similar art 
forms to utilize in their own research. In presenting my study on science fiction 
manga and its use of emotion, I hope that my work can help to challenge, clar-
ify, and encourage reconsideration of how we think about the political potential 
of emotion and cognition as artistic and narrative concepts. The theories and 
applications of this research can act as the impetus for further research into an 
ever-changing cultural and technological context from which science fiction 
manga and other forms of mass culture arise. The specific ways in which emo-
tions are hybridized in the context of science fiction manga opens up greater 
opportunities for “alternative perspectives” in other media to be explored.
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SAMENVATTING
“Normale” gevoelens in “abnormale” werelden: Het politieke 
gebruik van emotie in sciencefiction manga 
Wetenschappers als Darko Suvin hebben beargumenteerd dat sciencefiction 
(SF) gezien kan worden als een vorm van literatuur die politieke alternatieven 
verbeeldt door de nadruk te leggen op cognitieve en logische processen. Een 
dergelijke opvatting van SF minimaliseert echter het belang van de emoties van 
de personages. Dit heeft ervoor gezorgd dat Suvin’s opvatting van SF is bekri-
tiseerd door diegenen die bepleiten dat SF juist gezien moet worden als een 
reflectie van de gespannen psychologische positie van de mens in de maatsch-
appij. In plaats van deze twee posities als onverenigbaar te zien, beargumenteer 
ik dat emoties, óók als ze een vooraanstaande plek innemen in het narratief, bij 
kunnen dragen aan een cognitieve verkenning van politieke alternatieven. Als 
emoties in plaats van als een tekort aan logisch redeneren worden gezien als een 
andersoortige logica die alternatieve politieke perspectieven kunnen genere-
ren, wordt het mogelijk om zelfs SF waar emoties een centrale rol spelen te lezen 
als bronnen voor politieke ideeën. 
In deze dissertatie onderzoek ik hoe in SF manga (Japanse stripboeken) de 
verbeelding van emoties de overdracht van politieke ideeën beïnvloedt. Er zijn 
drie redenen waarom ik me primair heb gefocust op SF manga. Ten eerste is 
manga een kunstvorm waarin de constante visuele aanwezigheid van person-
ages resulteert in een minimale emotionele aanwezigheid. Ten tweede hebben 
mangamakers in de loop der tijd de verbeelding van emotie op zo’n effectieve 
manier ontwikkeld dat deze een belangrijke bijdrage levert aan de expressie van 
ideeën in een verscheiden aantal typen verhalen, waaronder ook SF. Ten derde 
is manga een belangrijk segment is van de totale productie van SF in Japan. 
Hierdoor is in Japan een vorm van SF ontstaan waarin een vermenging van 
emoties met SF logica bestaat zonder dat dit als een contradictie wordt opgevat. 
Omdat manga beeldverhalen zijn is het van belang om de visuele taal die 
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hierin wordt gebruikt te begrijpen. Maar terwijl een groot aantal wetenschappers 
de stijl van manga kenmerken door middel van veelvuldig gebruik van cine-
matografische invalshoeken, ben ik van mening dat de eigenlijke kracht achter 
de expressiviteit van manga de nadruk is die op tweedimensionale relaties tus-
sen verschillende kaders op de pagina wordt gelegd en de vloeiende visuele en 
narratieve progressie die hierdoor ontstaat. Met dit inzicht is het mogelijk om 
de verbeelding van emoties in SF manga te bestuderen om vervolgens te onder-
zoeken hoe deze emoties interacties aangaan met en invloed uitoefenen op de 
politieke ideeën die in deze narratieven worden gepresenteerd. 
Door te laten zien dat emotie een integraal element van SF manga kan 
zijn zonder dat hierdoor de SF kenmerken van deze werken worden aangetast, 
laat ik in deze dissertatie zien dat emoties kunnen functioneren als onderdeel 
van de representatie van politieke alternatieven in SF. Ten eerste vergelijk ik 
de manga 7 Billion Needles met Needle, de SF roman waarop de manga is geb-
aseerd. Deze vergelijking van een werk dat draait om de symbiose tussen 
mensen en buitenaardse wezens toont aan hoe 7 Billion Needles in staat is een 
wederzijdse verkenning van emoties te portretteren die boven huidige psy-
chologische limitaties uitgroeit juist omdat in de adaptatie niet de uitsluitend 
onderzoekende aanpak van Needle is overgenomen. Ten tweede analyseer ik 
Zettai Karen Children, een werk dat maatschappelijke spanningen verbeeldt tus-
sen “normale” mensen en paranormaal begaafden vanuit het perspectief van 
drie paranormaal begaafde jonge meisjes. Bouwend op het gebruik van emotie 
als onderdeel van het speculatieve politieke proces in SF, demonstreer ik hoe 
veelal conventionele verbeeldingen van ogenschijnlijk vaak met SF gekoppelde 
concepten zoals liefde, vertrouwen en het verlangen om “normaal” te zijn de 
fundering kunnen zijn van een oplossing voor de problemen die worden vero-
orzaakt door de marginalisatie van anderen. Ten slotte kijk ik naar Coppelion, 
een manga die een premisse van radioactieve straling bestendige klonen en een 
post-meltdown Tokyo inzet als achtergrond voor een kritiek op nucleaire energie. 
Door middel van mijn analyse van Coppelion demonstreer ik hoe veranderingen 
in zowel hoe en waar emoties worden ingezet resulteren in significante alteraties 
van de kritiek op nucleaire energie die in dit werk geuit wordt. Hiermee toon ik 
aan hoe verschillen in de verbeelding van emoties invloed hebben op de ideeën 
die in een narratief worden geuit.
Concluderend kan worden gesteld dat deze dissertatie laat zien dat de 
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verbeelding van emoties in SF, zelfs emoties die als alledaags worden gezien, 
politiek kunnen worden wanneer ze voldoende gecontextualiseerd zijn in alter-
natieve SF omgevingen. Of ze nu gebruikt worden om politieke ideeën te uiten 
of als een manier om SF omgevingen inzichtelijker te maken, emoties zijn op 
verschillende manieren een significante toevoeging aan de mogelijkheden voor 
de verkenning van politieke alternatieven in SF. 
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PROPOSITIONS
1) The manga format encourages a view of the external physical world and the inter-
nal psychological world of its characters with equal importance, thus providing an 
environment for science fiction manga that is more capable of treating emotion as 
a part of its logical and historical processes.
2) Fictional emotions, even portrayals of commonplace ones, can contribute to sci-
ence fictional exploration given proper context.
3) Manga panels are fragments, pieced together to create a cohesive whole that is 
greater than the sum of its parts.
4) Emotions in science fiction manga are not inherently simplistic in breadth or 
depth, but rather can be utilized to express a multitude of ideas in great detail.
5) In spite of Theodor Adorno’s claims, mass culture is culture nevertheless.
6) Science fiction is an ever-evolving concept, and should not be limited by the defi-
nitions of the past.
7) Regardless of their relationship in reality, emotion and cognition in fiction are only 
as separate as we allow them to be.
8) The aesthetics of manga are not a compensation for a lack of artistic and narrative 
talent but an affirmation of it.
9) Skepticism should not become cynicism; partial victories should not be 
undervalued.
10) Humanity is better off without antiquated notions of masculinity. 
11) Manga and food are much alike; even the most humble serving is worthy of appre-
ciation, but it is in sheer variety where their beauty truly lies. 
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